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ABSTRACT 

This study shows that William Faulkner's Go Down, Moses is a 

unified prose narrative. The various themes in this book are patterned 

so that they tie the work's seven chapters together into a coherent 

whole. 

Because of the thematic complexity of this book, only one set 

of themes, the acceptance or rejection of love and understanding, is 

examined. Characters demonstrate their acceptance of these values 

through their association with traditionally successful families. 

Characters reveal their rejection of these values through their associa

tion with unsuccessful families, if they are connected with families at 

all. 

Since literary criticism has no terminology for describing 

thematic patterning, this study employs terms used in musical composi

tion. By constructing a model similar to the fugue form in music, we 

can show how the acceptance or rejection of love and understanding 

functions as one of the unifying elements in Go Down, Moses. 

The musical fugue has two parts, the exposition and the develop

ment. In the exposition, the fugue's major theme, called the subject, 

is introduced. In counterpoint to the subject, the fugue's minor theme, 

the countersubject, is also introduced. The full exploration of the 

subject and the countersubject's thematic possibilities is the province 

vi 
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of the fugue's development. Between the sections of the development 

are short passages called episodes, in which portions of the subject 

and countersubject are used to shift the fugue's thematic emphasis. 

Finally, fugues often have a short, concluding section, the coda, in 

which there is a thematic summation. 

In the fugue-analog model for Go Down, Moses, the rejection of 

love and understanding corresponds to the subject, the major theme of 

the fugue. The acceptance of these values corresponds to the counter-

subject, the minor theme of the fugue. The fugal counterpoint is 

achieved through the actions of the book's characters in relation to 

successful and unsuccessful families. 

We can describe "Was," Chapter One of Go Down, Moses, as the 

exposition of the fugue-analog. The subject is developed through the 

actions of the McCaslin twins and Sophonsiba Beauchamp and through the 

initial three paragraph description of Isaac McCaslin. The counter-

subject appears through the actions of Tomey's Turl. 

"The Fire and the Hearth," Chapter Two, becomes the first sec

tion of the fugue-analog's development. The subject is seen through 

much of Lucas Beauchamp's activities as well as those of Roth Edmonds. 

The countersubject arises out of Lucas's loyalty to his family. This 

developmental section ends on the countersubject. 

"Pantaloon in Black," Chapter Three of Go Down, Moses, corres

ponds to the episode of the fugue-analog. Rider's strong attachment to 

his dead wife presents the countersubject, while the portrait of the 
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marriage of the deputy sheriff develops the subject. The fugue-analog's 

episode shifts the thematic emphasis from countersubject to subject in 

preparation for the second section of development. 

The Isaac McCaslin chapters, "The Old People," "The Bear," and 

"Delta Autumn," are the fugue-analog's second development sections. 

Isaac's unsuccessful relations with his wife, his black cousins, and 

Cass Edmonds develop the subject, while Isaac's successful relationship 

with Sam Fathers presents the countersubject. The emphasis of this 

section of Go Down, Moses is on the subject. 

The book ends with "Go Down, Moses," the last chapter, which 

corresponds to the fugue-analog's coda. By ending with the description 

of the successful "family" of Miss Worsham and Molly Beauchamp, Go Down, 

Moses ends on the countersubject. 



CHAPTER 1 

INTRODUCTION 

Almost immediately upon its publication in 1942, William 

Faulkner's Go Down, Moses became the subject of critical confusion. 

The critics of the day were uncertain as to whether the book was a 

novel or a short story collection. This confusion, which still exists 

among contemporary critics, almost forty years after the book's publi

cation, was partially encouraged by the first edition's subtitle, And 

Other Stories. Subsequent editions did not have this subtitle,^ its 

2 
removal having been requested by Faulkner himself. 

Several of the initial reviewers took this subtitle literally. 

William Abrahams of the Boston Globe sees the book as a collection of 

- 3 
"seven stories that should be read by anyone," Robert Littell of the 

Yale Review describes it as "a collection of William Faulkner's latest 

4 short stories," and Philip Toynbee of New Statesman and Nation 

1. James B. Meriwether, The Literary Career of William Faulkner: 
A Bib!iographical Study (Columbus, S.C.: University of South Carolina 
Press, 1961, rev. 1971), p. 30. 

2. William Faulkner, Selected Letters of William Faulkner, 
ed. Joseph Blotner (New York: Random House, 1977), p. 284. 

3. William Abrahams, rev. of Go Down, Moses by William 
Faulkner, Boston Globe, 6 May 1942, p. 19. 

4. Robert Littell, rev. of Go Down, Moses by William 
Faulkner, Yale Review, Summer 1942, p. viii. 

1 



5 
reports it as a collection of "seven stories of the modern south." 

Other reviewers, however, were not so easily convinced that the book 

was merely a collection of short stories. J.T. Groves of the Saturday 

Review of Literature is among the critics who noted that "the seven 

[stories] in this book are related,"^ as is Kate O'Brien of The 

Spectator, who sees that "the seven stories are linked together in 

place and theme. 

Other reviewers, who also note the interrelationships between 

the individual sections of Go Down, Moses, were not sure exactly what 

to make of the book, particularly since they felt it to be more than a 

collection of stories, but less than a novel. Horace Gregory in the 

New York Times Review of Books, although initially in his review refer-
O 

ring to "the present collection of William Faulkner's short stories," 

goes on to say that "it [Go Down, Moses] should be read as a book, not 

g 
as a mere collection of short stories." Gregory leaves it up to the 

reader to determine what is meant by a book. 

5. Philip Toynbee, rev. of Go Down, Moses by William Faulkner, 
New Statesman and Nation, 31 October 1942, p. 293. 

6. J.T. Groves, rev. of Go Down, Moses by William Faulkner, 
Saturday Review of Literature, 2 May 1942, p. 16. 

7. Kate O'Brien, rev. of Go Down, Moses by William Faulkner, 
The Spectator, 30 October 1942, p. 418. 

8. Horace Gregory, "New Tales by William Faulkner: Seven 
Stories Which Turn Upon the Relationships Between Negroes and Whites 
in Mississippi," rev. of Go Down, Moses by William Faulkner, New York 
Times Review of Books, 10 May 1942, p. 4. 

9. Gregory, p. 4.  
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Although no surer as to what Go Down, Moses was than Gregory, 

Lionel Trilling in the Nation does attempt to define briefly the book's 

nature: 

William Faulkner's latest volume is brought out as a collec
tion of stories, but six of the seven stories deal with a 
single theme, the relationship of the Mississippi McCaslins 
to the Negroes about them, and they have a coherence strong 
enough to constitute, if not exactly a novel, then at least 
a narrative which begins, develops, and concludes.^ 

Trilling, like many other critics since 1942, felt at least one of the 

sections, "Pantaloon in Black," does not fit into the narrative pattern, 

consequently diminishing the narrative's coherence. For this reason, 

Trilling did not consider Go Down, Moses a true novel.^ 

Perhaps this critical confusion is best illustrated in Malcolm 

Cowley's review in The New Republic, in which he begins by describing 

Go Down, Moses as "a loosely joined but ambitious novel masquerading 

as a collection of stories, possibly because Faulkner was too proud or 

-  12  indifferent to call them chapters in a book." He goes on to make the 

same criticism that Trilling and many later critics have made: "the 

book as a whole is a little too formless and repetitive to make a 

13 satisfactory novel." Probably because of this criticism, Cowley, by 

the review's end, no longer sees the book as a straightforward novel, if 

10. Lionel Trilling, rev. of Go Down, Moses by Milliam 
Faulkner, Nation, 30 May 1942, p. 632. 

11 . Trilling, p. 632. 

12. Malcolm Cowley, rev. of Go Down, Moses by William Faulkner, 
The New Republic, 29 June 1942, p. 900. 

13. Cowley, rev. of Go Down, Moses, p. 900. 
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indeed he ever did: "perhaps the best way to judge the book is neither 

as a novel nor as a series of novellas ... but simply as another in

stallment of the Mississippi legend on which Faulkner has now been 

14 working for more than fifteen years." 

These early reviews set the pattern for later critics, who also 

reflect a wide range of opinion as to the exact nature of the book. 

One group sees Go Down, Moses as a collection of related short stories. 

15 
Irving Howe speaks "of the book's seven stories," John Hunt refers to 

16 
the "several ... stories in Go Down, Moses," Myra Jehlen specifically 

states that "Go Down, Moses ... is a collection of short stories,"^ 

18 
Lynn Levins discusses "the individual stories of Go Down, Moses," and 

19 
William Van O'Connor speaks of "this book of related short stories." 

A second group sees the book as a novel, some merely making the assump

tion without any attempt at justification of the claim. Malcolm Cowley, 

who reassesses the book's nature in The Faulkner-Cowley File (1966), 

14. Cowley, rev. of Go Down, Moses, p. 900. 

15. Irving Howe, William Faulkner: A Critical Study (Chicago: 
The University of Chicago Press, 1951, rev. 1975), p. 88. 

16. John W. Hunt, William Faulkner: Art in Theological 
Tension (Syracuse, N.Y.: Syracuse University Press, 1965), p. 5. 

17. Myra Jehlen, Class and Character in Faulkner's South 
(New York: Columbia University Press, 1976), p. 97. 

18. Lynn Gartrell Levins, Faulkner's Heroic Design: The 
Yoknapatawpha Novels (Athens, GA.: The University of Georgia Press, 
1976), p. 76. 

19. William Van O'Connor, The Tangled Fire of William Faulkner 
(Minneapolis: University of Minnesota Press, 1954), p. 125. 
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states that "The Unvanquished and Go Down, Moses [are] representatives 

20 
of a hybrid form between the random collection and the unified novel." 

21 
Edward Holmes speaks of "the body of the novel" as he traces the 

themes in Go Down, Moses. In his analysis of Faulkner's incorporation 

of his short stories into his novels, Edwin Hunter talks about "three 

22 
novels," Absalom, Absalom!, The Town, and Go Down, Moses. Others such 

as Cleanth Brooks, Carol Harter, Michael Millgate, and Olga Vickery are 

concerned with demonstrating the unity that makes Go Down, Moses more 

than a collection of short stories. 

If we examine Faulkner's own statement about the nature of Go 

Down, Moses, we find that he "started this [Go Down, Moses] out as a 

23 collection of short stories," but that "after reworking it became 

24 
seven different facets of one field," or as he later states in a 

25 
letter to Robert Haas, "Moses is indeed a novel." His letters from 

the period when he was writing the book indicate that Faulkner conceived 

20. Malcolm Cowley, The Faulkner-Cowley File: Letters and 
Memories, 1944-1962 (New York: The Viking Press, 1966), p. 5. 

21. Edward Holmes, Faulkner's Twice-Told Tales: His Re-Use 
of His Material (The Hague: Houton & Co., 1966), p. 61. 

22. Edwin R. Hunter, William Faulkner: Narrative Practice 
and Prose Style (Washington, D.C.: Windhover Press, THOR Associates, 
Inc., 1973), p. 88. 

23. James B. Meriwether and Michael Millgate, eds., Lion in 
the Garden: Interviews with Wil1iam Faulkner, 1926-1962 (New York: 
Random House, 1968), p. 54. 

24. Meriwether and Millgate, Lion in the Garden, p. 54. 

25. Faulkner, Letters, p. 284. 



6 

of himself as writing a novel and not as assembling a collection of 

26 
short stories as was his original proposal to Haas in May, 1941. 

In a letter dated November 6, 1941, he asks Haas again to see "the 

27 
first chapter ... title Mas." In a letter to Harold Ober, November 

10, 1941, he refers to "The Bear" as a "chapter in the novel [Go Down, 

28 
Moses]," as he does in a letter dated December, 1941 to Saxe 

29 Commins. A final letter from this period, dated January 26, 1942, 

asks Haas to "change the title from Go Down, Moses and other stories 

30 
[sic] to simply: Go Down, Moses." Faulkner expanded upon this 

request in a 1949 letter to Haas: 

nobody but Random House seemed to labor under the impression 
that Go Down, Moses should be titled "and other stories." 
I remember the shock ... I got when I  saw the printed title 
pages. I  say, reprint it, call it simply Go Down* Moses, 
which was the way I sent it to you 8 years ago73T 

The editors at Random House, particularly the unknown who actu

ally made the title change, were certainly not alone in their acceptance 

of the original edition's subtitle. Yet Faulkner's obvious sincerity 

in his insistence and belief that Go Down, Moses is a novel is apparent. 

26. Faulkner, Letters, pp. 139-140. 

27. Faulkner, Letters, p. 144. 

28. Faulkner, Letters, p. 144. 

29. Faulkner, Letters, p. 147. 

30. Faulkner, Letters, p. 284. 

31. Faulkner, Letters, p. 285. 
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During his stay at the University of Virginia and in reply to 

questions about "The Bear," Faulkner asserts twice that "The Bear" is 

part of a novel: "The Bear was part of a novel. That novel was--

happened to be composed of more or less complete stories, but it was 

held together by one family The Bear was just a part of that--of a 

32 novel." Later, he re-affirms that 

That story ["The Bear"] was part of a novel. It was--the 
pursuit of the bear was simply what you might call a dangl
ing clause in the description of that man [Isaac McCalin] 
when he was a young boy When it ["The Bear"] was taken 
from the book [Go Down, Moses] and printed as a short story, 
the publisher, who is very considerate, has a great respect 
for all work and mine in particular, and he didn't ask me. 
If he had told me he was going to print it separately, I  
would have said, Take this [Part IV of "The Bear"] out, 
this doesn't belong in this as a short story. It is part 
of the novel, but not part of the story.... It doesn't 
belong with the short story.33 

When "The Bear" was published as part of Big Woods, its fourth section 

34 
was omitted at Faulkner's request. 

It is easy, however, to understand why so many readers and 

critics of Go Down, Moses view the books as a collection of related 

short stories rather than as a novel. Each section of the book is 

derived from a published or unpublished short story. "Was," although 

unpublished prior to its inclusion in Go Down, Moses, began as a short 

32. Frederick L. Gwynn and Joseph Blotner, eds. Faulkner in 
the University: Class Conferences at the University of Virginia, 
1957-1959 (New York: Random House, 1965), p. 4. 

33. Gwynn and Blotner, University, p. 273. 

34. Faulkner, Letters, p. 359. 



35 
story originally intended for inclusion in The Unvanquished, but 

36 
Faulkner reworked it to make it an independent short story. "The 

Fire and the Hearth" was composed from three short stories. Two of 

these stories, "A Point of Law" and "Gold Is Not Always," which became 

Chapters One and Two of this section, were published in 1940. One story, 

"Absolution," was unpublished. Both "Pantaloon in Black" and "The Old 

People" were published in 1940. "The Bear" used portions of "Lion," 

published in 1935. The other story associated with this section, also 

called "The Bear" (The Saturday Evening Post, May 9, 1942), was written 

37 
after "The Bear" chapter in Go Down, Moses was completed. "Delta 

Autumn," although not published until 1942, had been written some years 

38 
before Faulkner began work on the book. "Go Down, Moses" appeared in 

1941. 

The short story origins of the sections of Go Down, Moses do 

not in themselves make the book a short story collection. Faulkner had 

used short stories to produce novels in the past, most notably The 

Unvanquished (1938) and The Hamlet (1940). Unlike these earlier books, 

Go Down, Moses has no character who acts either as a unifying narrator 

35. Joseph Blotner, Faulkner: A Biography, 2 vols. (New 
York: Random House, 1974), p. 1074. 

36. Carol C. Harter, "The Diaphoric Structure and Unity of 
William Faulkner's Go Down, Moses," Diss. State University of New 
York at Binghampton 1970, p. 25. 

37. Faulkner, Letters, p. 147. 

38. James Early, The Making of Go Down, Moses (Dallas: 
Southern Methodist University Press, 1972), p. 18. 
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as does Bayard Sartoris in The Unvanquished or as a unifying focus as 

does Flem Snopes in The Hamlet. Lucas Beauchamp and Isaac McCaslin, 

both of whom appear more frequently than any other character in the 

book, are not present nor even mentioned in all seven of its sections. 

Further, although most of the sections of this novel deal with 

the lives of the white and black descendants of Carothers McCaslin, 

the one entitled "Pantaloon in Black" does not. Rider, the protagonist 

of "Pantaloon," is connected with the McCaslins only in his living on 

the old McCaslin plantation. Not only is Rider unrelated to the 

McCaslins, no McCaslins appear at all in this section of the book. 

The most obvious unifying element in Go Down, Moses, the history of the 

McCaslin family and the effect of that history on the McCaslins, is 

destroyed by the inclusion of this seemingly unrelated story. 

Many critics, beginning with Cowley, have noted one similarity 

among all seven sections of the book: all seven deal with the theme 

39 
of black-white relationships. A similarity in theme does not in and 

of itself make for a novel if we assume that a novel is a unified whole 

whose individual parts contribute and work toward a conclusion of or 

resolution of the situation evoked by the various elements of the book. 

Faulkner himself felt that a novel has "unity and coherence, the proper 

40 
emphasis and integration" and that the story series is "too episodic 

39. Michael Millgate, The Achievement of William Faulkner 
(New York: Random House, 1963), p. 201; Joseph Reed, Faulkner's Narra
tive (New Haven: Yale University Press, 1973), p. 186; Cowley, rev. 
of Go Down, Moses, p. 900; Gregory, p. 4; Holmes, p. 61. 

40. Gwynn and Blotner, University, p. 108. 
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41 to be what I  considered a novel." Unless the thematic development 

of each section of Go Down, Moses can be shown to contribute to such 

a final resolution and to be part of an organic whole, the book is 

merely a collection of thematically similar stories. The thematic 

development must follow a narrative pattern, a pattern that achieves 

a specific effect, in order for Go Down, Moses to be a novel. 

Anyone using the term novel in a critical study has a problem 

in definition since the critical criteria used in determining what is 

and what is not a novel have remained fairly general, particularly those 

dealing with the structure of the narrative. As Philip Stevick has 

42 
observed, "the fact remains ... that the novel has no poetics," for 

"criticism in the past has given to the novel little sense of its 

generic uniqueness, no very clear sense of its formal conventions, 

43 
comparably little sense of its aesthetic possibilities." 

Most critics would agree to certain general guidelines to be 

used in deciding what is and what is not a novel. The novel is a "fic-

44 titious prose work over 50,000 words" in length: it is a long prose 

narrative of fiction. The "narrative is organized ... so that its 

diverse elements of action, character, background, and theme have been 

41. Gwynn and Blotner, University, p. 252. 

42. Philip Stevick, ed., "Introduction," in The Theory of 
the Novel (New York: The Free Press, 1967), p. 1. 

43. Stevick, p. 1. 

44. E.M. Forster, Aspects of the Novel (New York: Harcourt, 
Brace, and World, Inc., 1927), p. 6. 
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45 
reconciled into an organic whole": a novel has a structured narrative 

pattern, making it a unified work whose parts are integrated to achieve 

a logical, coherent resolution. For the narrative, "pattern is an 

46 aesthetic aspect." Finally, the novel is a "full and authentic record 

47 
of human experience"; "the subject matter of novels is human rela-

48 
tionships in which are shown the direction of men's souls." 

When critics of the novel actually come to describe specifically 

the narrative structure unique to the novel, rather than presenting a 

general schematic, they turn to specific works, explaining why these 

works are to be considered novels. Not too surprisingly, critics do not 

reach a consensus as to which works are novels and which are not. For 

49 
E.M. Forster, Tristam Shandy and Moby Dick are novels, while for 

50 
Northrop Frye, neither is a novel. The novel's generalized theory has 

led Philip Stevick to observe that, 

45. Norman Friedman, "Forms of the "Plot," in The Theory of the 
Novel, ed. Philip Stevick (New York: The Free Press, 1967), p. 146. 

46. Forster, p. 152. 

47. Ian Watt, The Rise of the Novel : Studies in Defoe, 
Richardson, and Fieldinq (Berkeley: University of California Press, 
1957), p. 32. 

48. Dorothy Van Ghent, The English Novel: Form and Function 
(New York: Rhinehart & Co., Inc., 1953), p. 3. 

49. Forster, p. 107. 

50. Northrop Frye, Anatomy of Criticism: Four Essays 
(Princeton, N.J.: Princeton University Press, 1957), p. 313. 
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with a genre so eclectic and various as to include Emma, 
Moby Dick, and Mai one Dies, the concept of purity is 
irrelevant, and with a genre so "impure" the demands 
that theoretical criticism be appropriately flexible g-| 
are so considerable as almost to inhibit theory altogether. 

Yet, without this flexibility, we "run the risk of ... prema

turely dismissing an innovative work because it does not fulfill our 

52 
expectations or conform to our preconceptions" since "with every 

major novel ... it appears our interpretation of the novel as a literary 

53 
form must to some extent alter." Such flexibility is particularly 

necessary in approaching long, fictional prose narratives by twentieth 

century writers, for "with Joyce, Mann, Proust, and Faulkner, the narra

tive literature of the twentieth century has begun the gradual break 

54 
with the narrative literature of the immediate past." 

Although the term novel will be used for convenience in this 

discussion of Go Down, Moses since it is less cumberson than describing 

the book as a long, unified prose Narrative,of fiction, the work will 

be loosely defined in this study so that it incorporates only the broad 

characteristics generally agreed upon in the definition of the novel. 

No attempt will be made to evolve a more detailed poetics of the novel 

since such an attempt is beyond the scope of this dissertation. 

51. Stevick, p. 2. 

52. Harter, p. 2. 

53. Walter Allen, The English Novel: A Short Critical History 
(New York: E.P. Dutton & Co., Inc., 1954), p. xvi. 

54. Robert Scholes and Robert Kellogg, "The Narrative Tradition," 
in The Novel : Modern Essays in Criticism, ed. Robert Murray Davis 
(Englewood Cliffs, N.J.: Prentice-Hall, Inc., 1969), p. 17. 
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Determining whether or not Go Down, Moses is a unified narra

tive, a novel, is important since the process of reading novels and 

anthologies are different. In a short story collection, we perceive 

each story as a separate entity, all of whose elements are tied 

exclusively into that story's climax without reference to other stories 

in the volume. In a novel, each section may have a climax, but each of 

these climaxes and the elements that contribute to them interact and 

interrelate with those of other sections of the book. These interac

tions and interrelationships not only lead to the novel's resolution, 

but enhance this resolution by giving it depth and complexity. To 

demonstrate that Go Down, Moses is a novel rather than a collection of 

short stories is to change the reading of this work and to show that 

the themes of the individual sections are part of a novel's central 

themes. Such themes are intricately explored and developed to a deter

mining degree impossible in a short story which lacks a novel's scope. 

Since Faulkner wrote most of the section of Go Down, Moses 

originally as short stories, he had to revise extensively in order to 

create a unified whole out of such diversified material. The revisions 

were so numerous that "it [Go Down, Moses] had proved to be a slower 

job than he expected, for there was much more rewriting than for The 

Unvanquished."^ 

Originally, "Was" was written in the first person and concerned 

relatives of the Sartoris family. For Go Down, Moses the narrator was 

55. Blotner, Faulkner, p. 1076. 



changed from first person to third and the characters from Sartorises 

56 
to McCaslins. "A Point of Law" and "Gold is Not Always," which 

became "The Fire and the Hearth," were expanded. Lucas, the main 

protagonist, becomes a McCaslin descendant, rather than a mere share

cropper. Faulkner added several long, introspective passages. "The 

Old People," which had a first person narrator, probably meant to be 

Quentin Compson, was changed to a third person narrative about Isaac 

McCaslin as a boy. Also, Faulkner considerably enlarged the role of 

Sam Fathers for the book version. "The Bear" was composed of material 

57 
that was almost entirely written for the novel. Although Faulkner 

used parts of the earlier story "Lion" in sections three and five of 

this chapter, he changed the first person narrator, Quentin Compson, to 

a third person narrator filtered through the consciousness of Isaac 

McCaslin and added Sam Fathers. Two-thirds of "The Bear," particularly 

the long, convoluted fourth section, was written for the book. Finally, 

Faulkner added passages to "Delta Autumn," so that in the book, Isaac 

McCaslin's motives and actions become more ambiguous and less commend

able. Faulkner also changed the name of the hunter with the black mis

tress from Don Boyd in the magazine version to Roth Edmonds in the book 

and made the black woman the granddaughter of James Beauchamp in Go 

Down, Moses. Only "Pantaloon in Black" and "Go Down, Moses" are essen

tially unchanged from their original magazine versions. 

56. Blotner, Faulkner, p. 1074. 

57. Blotner, Faulkner, p. 1086. 
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Granted, neither Faulkner's declarations nor his revisions of 

the stories proves that Go Down, Moses is a novel. Faulkner may have 

been guilty of several aesthetic miscalculations, resulting in a book 

that lacked the necessary unity of a novel. To make this assumption 

without first thoroughly examining the book for possible unifying 

features and elements, however, is foolish. Such an assumption is 

particularly suspect with a writer such as Faulkner, few of whose novels 

are conventionally structured. As Joseph Reed has said, "Faulkner is 

58 59 
first and foremost a narrator" in a "search for narrative freedom," 

sharing "with Melville a rather innocent willingness to break the rules 

and re-make fiction in order to obtain the instrument capable of telling 

the story he wants to tell."^ Further, Reed goes on to note that 

"Faulkner's consistent concern at Nagano, Virginia, and West Point with 

craftsmanship, narrative, unity, and form has been [largely] ignored, 

particularly among commentators on the narrative structure of Go Down, 

Moses. 

Because of this sustained critical failure to recognize Faulk

ner's narrative control in Go Down, Moses, few studies of the book as 

a whole have appeared. To date only one book-length examination of 

Go Down, Moses and one dissertation devoted to the novel's structural 

58. Reed, p. 258. 

59. Reed, p. 264. 

60. Reed, p. 258. 

61. Reed, p. 1.  
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unity exist. The majority of the criticism has been focused on "The 

Bear," and although many of the discussions on "The Bear" deal with 

the thematic content, these examinations of this one chapter are of 

62 
limited interest to those desiring to read Go Down, Moses as a novel. 

James Early's The Making of Go Down, Moses (1972), the only 

book-length study of this work, deals with the revisions Faulkner 

made in the various stories he incorporated into the novel. In his 

introduction, however, Early dismisses the possibility that Go Down, 

63 
Moses is a novel. Oddly enough, he does recognize that "to read 'The 

Bear' apart from its context amid the other McCaslin stories of Go 

64 
Down, Moses is to misread it." To Early, this interrelationship does 

not indicate any significant unity in the book, and he makes no attempt 

to show any of the interactions between the various sections. His 

scope is so limited that he fails to examine either "Pantaloon in Black" 

or "Go Down, Moses." 

A more thorough examination of the revisions that Faulkner made 

for Go Down, Moses is a long chapter in Joanne Creighton's book, Mil 1iam 

Faulkner's Craft of Revision: The Snopes Triology, "The Unvanquished," 

and "Go Down, Moses" (1977). Creighton examines all seven sections of 

Go Down, Moses, even noting the stylistic revisions in "Pantaloon in 

62. A good selection of these articles on "The Bear" can be 
found in Bear, Man, and God: Eight Approaches to William Faulkner's 
The Bear, edited by Frances Lee Utley, Lynn Z. Bloom, and Arthur F. 
Kinney. 

63. Early, pp. 3-4. 

64. Early, p. 4. 



17 

Black" and "Go Down, Moses." She follows the changes in all existing 

versions, whether published or unpublished, of the sections of the 

novel. 

Although Creighton does not see Go Down, Moses as a novel, she 

does feel that it is a tightly unified work, being an example of what 

65 
she calls the short story composite. Unfortunately, since she con

centrates on the revision of the various sections for inclusion in the 

novel, she does not go into detail as to what she means by short story 

composite or how unity of this form is created. Her normal approach 

is to treat each section individually, with little or no reference to 

other sections. 

The single best study to date on unity and structure in Go Down, 

Moses is Carol Harter's dissertation, "The Diaphoric Structure and 

Unity of William Faulkner's Go Down, Moses" (1970). Harter contends 

that Faulkner unified his novel by juxtaposing opposite themes, charac

ters, images, and so on to achieve a unity through contrast. Harter 

sees the novel as a diaphoric work, meaning that it has "no explicit 

connectives ... [but rather] symbols, images, diverse actions and 

characters would, by their arrangement in juxtaposition, provide 

66 
synthesis by associative analogy." For her, 

each chapter in Go Down, Moses relates to every other pri
marily by juxtaposition alone; the additional presence 

65. Joanne V. Creighton, William Faulkner's Craft of Revisions: 
The Snopes Trilogy, "The Unvanquished," and "Go Down, Moses" (Detroit: 
Wayne State University Press, 1977), p. 86. 

66. Harter, p. 9. 
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of the same characters, or of similar locations, or of loose 
chronological sequence is of secondary importance to the 
work's organization and structure. Faulkner constructs, 
repeats, and varies symbolic patterns to cue us to the bind
ing and inter-dependent relationships among these juxtaposed 
parts, and a few of these configurations become pivotal 
"presiding images" in the work."? 

Harter's chief concern is with the symbolic patterns that she 

correctly sees as being one of the major unifying elements in the novel 

Although she does deal with thematic connectives, she does not focus on 

thematic patterning, which weakens her discussion of "Pantaloon in 

Black." 

To date, Harter's dissertation is by far the most detailed and 

most thorough examination of unity and structure in Go Down, Moses. 

All the other major studies are comparatively short, being either 

articles or chapters in books. Although these studies possess some 

excellent insights into the structural unity of this novel, they often 

fail either to demonstrate fully their contentions or to be completely 

convincing. 

Such are the problems with Stanley Tick's "The Unity of Go Down 

Moses" (1962). Tick believes that the novel is held together by "the 

central unifying theme [of] ... the fate of the McCaslin blood, the 

68 
fortunes of the McCaslin lineage." Tick's belief necessitates that 

"'Pantaloon in Black' ... be considered the unintegrated and ... non-

67. Harter, p. 18. 

68. Stanley Tick, "The Unity of Go Down, Moses," Twentieth 
Century Literature, July 1962, p. 69. 
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essential part of the structure." This need to repudiate "Pantaloon 

in Black" as an integral part of the narrative structure of Go Down, 

Moses makes Tick's claim that the book is a tightly unified work^ 

absurd. The contradiction implied by Tick's two claims, however, 

escapes him. 

Tick asserts that the novel's unity is achieved by blending, 

but his definition of this process of blending is vague: "a blend ... 

[is] composed of units not essentially independent."^ Other blended 

novels by Faulkner are The Unvanquished, The Wild Palms, and The 

72 Hamlet. Exactly how blending operates Tick never explains 

Like Tick, Cleanth Brooks in William Faulkner: the Yoknapatawpha 

Country (1963), finds the unity of the novel to lie in the history of 

the McCaslin family. He sees it as a companion volume to the Sutpen 

chronicle, Absalom!, Absalom!. For Brooks, "a more useful ... title 

would be The McCasIins, for the book has to ,do with the varying fortunes 

of that family and only one story, 'Pantaloon in Black,' does not deal 

73 
with it directly." Brooks does not view Go Down, Moses as a novel, 

74 
but rather as a collection of closely related short stories and avoids 

69. Tick, p. 69. 

70. Tick, p. 68. 

71. Tick, p. 69. 

72. Tick, p. 68. 

73. Cleanth Brooks, William Faulkner: The Yoknapatawpha 
Country (New Haven: Yale University Press, 1963), p. 244. 

74. Brooks, p. 244. 



the contradiction implicit in Tick's analysis. Although Brook's expli

cations of several of the sections, particularly "The Bear," are 

excellent, his treatment of only those sections with McCaslin characters 

in them and his concentration on only one theme make his study of 

unity in this novel of limited use. 

Other early studies attempt to show how Go Down, Moses is unified 

by employing a single theme. 01ga Vickery in The Novels of William 

Faulkner: A Critical Interpretation (1959, rev. 1964) sees that "struc-

75 
turally, the framework of each individual story is a ritual hunt" and 

that, "in each case, the hunt illuminates some facet of the relation

ship between whites and Negroes, whether personal or social."^ 

Vickery's contention works quite well in the three hunting chapters, 

"The Old People," "The Bear," and "Delta Autumn," and even with "Was." 

It is more difficult to understand how a ritual hunt is a motif in "The 

Fire and the Hearth," in which the only hunt is for gold, hardly the 

traditional object of the hunt. Both "Pantaloon in Black," in which the 

hunt is for peace of mind, an abstract quality, and "Go Down, Moses," in 

which there is no hunt at all, seem ill-suited to Vickery's model. 

Vickery does not show how these latter three sections are integrated 

into the rest of the novel through the use of this hunting motif. 

A weaker approach to the problem of unity in Go Down, Moses 

than Vickery's is found in John Muste's "The Failure of Love in Go Down, 

75. Olga Vickery, The Novels of William Faulkner: A Critical 
Interpretation (Baton Rouge: Louisiana State University Press, 1959, 
rev. 1964), p. 124. 

76. Vickery, p. 125. 



Moses" (1964-65). Muste feels that the novel is unified "by the theme 

of the white man's failure to love"^ and "that the Negro will endure" 

78 
since "he is capable of love, which gives him the power of growth." 

Clearly, as Muste shows, the failure to love by many of the characters 

in the novel is an important thematic element. Muste, however, over

looks that non-whites are also capable of this failure to love. Such 

a failure can be seen in "The Old People," in which Ikkemotubbe, the 

father of Sam Fathers, makes himself chief of his tribe through the 

murder of his own relatives. In "The Fire and the Hearth," Lucas 

Beauchamp almost destroys his marriage by being tempted into accepting 

material goods in preference to family life. Muste also neglects to 

note that at least one white, Miss Worsham, in "Go Down, Moses," is 

capable of love. 

Among the first commentators on Go Down, Moses to recognize the 

book's complexity was Michael Mill gate in The Achievement of William 

Faulkner (1963). Millgate argues that Go Down, Moses is a thematically 

rich book, 

because Ike's actions and assumptions are questioned and ex
plored, not simply endorsed, because the technical scope 
of the book permits a great variety in the selection and 
presentation of characters and episodes, and because the 
novel possesses ... a firm underlying framework of histor
ical continuity. 

77. John M. Muste, "The Failure of Love in Go Down, Moses," 
Modern Fiction Studies, Winter 1964-65, p. 367. 

78. Muste, p. 378. 

79. Milgate, p. 211. 
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For Mill gate, three major themes are presented in the novel: 

"the exploration of the history and society of his [Faulkner's] own 

region," the "white-Negro relationship," and "Faulkner's deep and 

almost religious sense of the permanence and richness of the land and 

80 
his preoccupation with the problem of its ownership." He also notes 

that "related to these major themes ... are a number of minor ones, of 

81 which the fundamental is that of love" and "the various narrative 

strands are rarely treated in isolation, and there are few characters 

82 
who are not related in some way to more than one of the major themes." 

Unfortunately, after he establishes this excellent foundation 

for an examination of the complex development of Go Down, Moses, Mill-

gate looks at the intermixture of the themes and characters in sufficient 

detail only when he discusses "Delta Autumn." Since he focuses almost 

exclusively on Isaac McCaslin, whom Mill gate feels to be the central 

83 
character in the novel, he fails to examine in any detail "Was," "The 

Fire and the Hearth," and "Pantaloon in Black." He does not explain 

how the themes are developed in a unified way or how each section of 

the novel is related to every other section. 

James Mellard in "The Biblical Rhythm of Go Down, Moses" (1967) 

goes a step further than Mill gate, recognizing that "Go Down, Moses is 

80. Mill gate, p. 201. 

81. Mil 1 gate, p. 204. 

82. Millgate, p. 204. 

83. Millgate, p. 201. 
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organized not around a single character or a central event but around 

84 
recurring patterns of narrative, theme, and character." Mellard sees 

the novel organized along a Biblical structure having two cycles. 

The first cycle, "Was," "The Fire and the Hearth," and "Pantaloon in 

Black," is equivalent to the Old Testament. The second cycle, "The 

Old People," "The Bear," and "Delta Autumn," is equivalent to the New 

Testament. "Go Down, Moses" is an epilogue.^ The book is composed of 

counterpointed sections: 

the counterparted stories are "Was" and "The Old People," the 
romances; "The Fire and the Hearth" and "The Bear," the 
miniature epics; and "Pantaloon in Black" and "Delta Autumn," 
the episodes which fit the mythos of irony The ... revela-
tional epiphany ... is "Go Down, Moses."8° 

Even though this is an interesting structural approach to Go 

Down, Moses, it is not satisfactorily developed by Mellard. He does 

not explain in any detail why he feels the novel breaks into these two 

cycles or how each chapter functions in this theme. Using this scheme, 

Mellard implies that Isaac McCaslin is Christ, but he fails to examine 

the problem of how Ike's personal failure can be reconciled with this 

comparison. 

Mellard is quite correct in his assessment that patterning is 

the unifying mechanism in Go Down, Moses as Harter shows so well in her 

examination of the symbolic patterning in the novel. As Wayne Booth 

84. James Mellard, "The Biblical Rhythm of Go Down, Moses," 
Mississippi Quarterly, Summer 1967, p. 135. 

85. Mellard, p. 141. 

86. Mellard, p. 136. 



24 

has observed, a plotless narrative is a novel when there are "completed 

87 patterns of theme, image, or symbol." Although almost every critic 

who has discussed Go Down, Moses has noted similarities in theme among 

the various sections of the book, none to date have really attempted to 

determine how thematic patterning unifies Go Down, Moses. Thematic 

patterning is one of the major structuring mechanisms that makes Go 

Down, Moses a novel. Characterization, plot, background, and symbolism 

are used to bolster the thematic development. 

Anyone desiring to describe the development of a narrative 

through thematic patterning, however, has a major problem since literary 

criticism has never evolved terms for such a discussion. The commenta

tor of such a work is faced not only with having to determine in what 

way theme is used to develop and to unify the narrative, but also with 

having to create a terminology with which to describe the process. Thus 

it is with Go Down, Moses, and it is this problem which probably 

accounts for the reluctance of critics to examine in detail thematic 

patterning in this novel. 

If we turn to the study of music, we will find terms that are 

used to describe thematic patterning, for theme is a major unifying 

element in musical compositions. If we can construct a musical model 

or analog for the narrative under consideration, then we can more 

readily describe the process of thematic patterning in that work. 

87. Wayne C. Booth, The Rhetoric of Fiction (Chicago: The 
University of Chicago Press, 1961), p. 126. 
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We might find the concept of examining the structure of a 

literary narrative in musical terms at first unusual. As Calvin S. 

Brown, however, points out, "music and literature ... are alike in 

that they are arts presented through the sense of hearing, having their 

88 
development in time." Both music and literature are ordered in se

quential patterns, and these patterns are structured series of sounds, 

notes in music and words in literature. Levi-Strauss, in discussing 

the relationship between myth and music, observes that "we have to 

89 
read the myth more or less as we would read an orchestral score." 

The connection between music and poetry has been long-standing. 

Much of lyrical poetry has been written to be set to music, requiring 

compatible structures for both the music and the poetry. Whether or 

not they actually reveal a parallel to musical patterning, the titles 

of such works as Walt Whitman's "Song of Myself" and T.S. Eliot's The 

Four Quartets acknowledge the existence of such patterning. 

The libretto or text of an opera is a literary composition 

patterned to be complimentary with a musical compositional structure. 

Many operatic composers such as Wagner, Berlioz, and Rimsky-Korsakov 

wrote both the text and the score for their operas. 

In the twenthieth century, several writers have attempted to 

employ musical structures as patterns for prose narratives. According 

to James Joyce, the "Sirens" chapter in Ulysses "is a fugue A 

88. Calvin S. Brown, Music and Literature: A Comparison of the 
Arts (Athens, GA: The University of Georgia Press, 1948), p. 11. 

89. Claude Levi-Strauss, "Myth and Music," in Myth and 
Meaning (New York: Schocken Books, 1978), p. 45. 
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90 quintet occurs in it, too." Thomas Mann "learned to employ music as 

91 
a shaping influence in my art" with Tonio Kroger; later, in The Magic 

Mountain, he arrived at "the conception of epic prose-composition as a 

92 
weaving of themes, as a musical complex of associations." Aldous 

Huxley in Point Counter Point employed the device of punctum contra 

93 
punctum or note against note as a structuring device. 

The creation of a literary work with a structure that parallels 

a musical pattern does not have to be intentional. A writer seeking 

the necessary structure for his prose narrative or his poem may easily 

rediscover the same patterning that a composer has found effective in 

a musical composition. As Monroe Beards!ey has observed, "the crucial 

controlling power at every point [in the composition of music or litera

ture] is the particular stage ... of the unfinished work itself, the 

94 
possibilities it presents, and the development is presents." 

Parallel problems in structure, whether for music or for literature, 

could lead to the same patterning, for as Alexander All and says, "our 

brains are programmed to work in specific ways and all human experiences 

90. Richard Ellmann, James Joyce (London: Oxford University 
Press, 1959), p. 473. 

91. Thomas Mann, Stories of Three Decades, trans. H.T. Lowe-
Porter (New York: A.A. Knopf, 1936T, p. vi. 

92. Mann, p. vi. 

93. Brown, p. 209. 

94. Monroe C. Beardsley, "On the Creation of Art," in The 
Creativity Question, ed. Albert Rothenberg and Carl R. Hausman (Durham, 
N.C.: Duke University Press, 1976), p. 306. 
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95 
share certain commonalities." All and proceeds by saying that "the 

96 
rules of structure are hereditary and coded in the brain." Any struc

tural problem has only a finite number of solutions, and we can expect 

a certain amount of duplication, especially between literature and music 

with their basic reliance on sequencial sounds. 

Such inherent rules of structure may result in a prose narra

tive that parallels the structure of a musical composition, and yet the 

writer may have no conscious awareness of the similarities. Although 

we cannot know whether or not Faulkner actually had a musical model in 

mind when structuring Go Down, Moses, we can still construct a musical 

analog and apply its principles to better our understanding of this 

novel's narrative pattern. 

For Go Down, Moses, our model will be the fugue. By viewing 

this book as a literary analog to the fugue, we can show the pattern 

that at least one set of the novel's themes .makes and show how this 

patterning serves to unify the book. By borrowing the musical termin

ology associated with the fugue, we will then have a method by which 

to describe the narrative construction of Go Down, Moses. 

The fugue has two major divisions, the exposition and the 

97 development. The exposition can be seen as primarily an introduction, 

95. Alexander All and, Jr., The Artistic Animal: An Inquiry 
Into the Biological Roots of Art (New York: Anchor Books, 1977), p. 74. 

96. Alland, p. 101. 

97. Martin Bernstein and Martin Picker, An Introduction to 
Music, 4th ed. (Englewood Cliffs, N.J.: Prentice-Hall, Inc., 1937, 
rev. 1972), p. 183. 



in which the themes of the piece are first presented. In the fugure, 

the theme that first appears is called the subject, and since it is 

"the theme on which the whole work hangs," it "must be clearly and 

98 
unequivocably presented at the outset." After the subject is ini

tially introduced, it "recurs frequently in the course of the compo-

99 
sition." 

A fugue may be written to be performed by voices, instruments, 

or a combination of both, but discussions of the entries of the subject 

always use a vocal terminology.^ If the alto voice first presents 

the subject, another voice such as the soprano presents the subject's 

second appearance. If, in the exposition, the subject re-enters a 

third or fourth time, it will be by a different voice than the first 

two, perhaps tenor or bass. 

The second entry of the subject is called the answer.^ On a 

third appearance, it is again called the subject, and on a fourth, it 

102 is again labeled the answer. This alternation of terms continues 

98. "Fugue," Grove's Dictionary of Music and Musicians, 5th 
ed. (New York: St. Martin's Press, 1954, rev. 1966), III, 513. 

99. J.A. Westrup and F.LI. Harrison, The New College Encyclo
pedia of Music (New York: W.W. Norton and Company, Inc., 1960), p. 260. 

100. Bernstein and Picker, p. 183. 

101. Westrup and Harrison, p. 260. 

102. Howard D. McKinney and W.R. Anderson, Discovering Music, 
4th ed. (New York: American Book Company, 1962), p. 179. 
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until the end of the exposition, at which point, all further entries of 

103 
this theme are called the subject. 

Returning to our example of a fugue in which the subject enters 

in alto, we find that when the answer enters in a second voice such as 

soprano, "a melodic line," presented by the alto voice, continues in 

"contrapuntal combination with it [the answer in soprano]This 

105 
counterpoint "if it is used in the rest of the fugue" and if it 

"takes the shape of a definite theme ... [is] called a 'countersub-

106 
ject."1 Although the countersubject is not found in every fugue, 

107 
it is a common feature. 

By the end of the exposition, both subject and answer have en

tered at least once, and the countersubject, if it exists, has also 

appeared. Figure 1 shows the schematic of the exposition for a typical 

fugue. 

108 
The contrast that is the core of the fugue is produced by the 

subject in counterpoint with itself, each entry being in a different 

voice, and in counterpoint with the countersubject. It is this contrast 

that is explored in the second part of the fugue, the development. 

103. McKinney and Anderson, p. 179. 

104. Bernstein and Picker, p. 184. 

105. Westrup and Harrison, p. 260. 

106. "Fugue," Grove's, III, 517. 

107. "Fugue," Grove's, III, 517. 

108. "Fugue," Grove's, III, 513. 
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Measures 123456789 

Soprano Answer Countersubject 

A1 to Subject Countersubject Countersubject 

Bass Subject 

Figure 1. Fugue exposition model. 

There are no real rules for the development section of a fugue. 

Almost anything the composer wishes to do, as long as the subject and 

109 countersubject enter in different voices, is acceptable. Bach, 

perhaps the most famous composer of fugues, was notorious for his lack 

of uniform method in his fugal development: "one ... teacher ... 

actively used to forbid the study of Bach's fugues because they are 

'contrary to the rules. 

So, the composer can present his subject and countersubject in 

a variety of ways. Although the subject appears at the beginning of the 

development, it may be in any of the voices used in the exposition.^ 

112 The countersubject may or may not be present. 

109. Bernstein and Picker, p. 184. 

110. "Fugue," Grove's, III, 517. 

111. McKinney and Anderson, p. 179. 

112. McKinney and Anderson, p. 179. 
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The development is normally subdivided into sections: 

"generally speaking the development consists of the subject in new 

113 
keys." Although these groups do not have to be separated, they usu-

114 
ally are by passages called episodes. Thematically, an episode "may 

be derived from the subject or countersubject, or may be entirely 

115 
independent." It not only functions to change the key of the subject, 

the tonality such as a shift from C major to D major, but also to add 

variety. The constant repetition of the subject and countersubject 

116 
"had a tendency to become wearisome." 

A typical fugue could have a developmental pattern similar to 

the schematic in Figure 2. 

117 
Most fugues end in a coda, a short concluding section. The 

subject normally returns in the same key in which it was introduced at 

118 the beginning of the exposition. The coda is similar "to the pero-

119 
ration of a speech or the conclusion of an essay." 

Although a fugue can be complex in its treatment of subject 

and countersubject, it is really not a complicated structure. We have 

113. Bernstein and Picker, p. 185. 

114. Bernstein and Picker, p. 185. 

115. Westrup and Harrison, p. 225. 

116. "Episode," Grove's, II, 957. 

117. Bernstein and Picker, p. 187. 

118. Bernstein and Picker, p. 187. 

119. Westrup and Harrison, p. 146. 
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Measures 10 11 12 13 14 15 16 

Soprano Subject 

A1 to Countersubject Epi sode 

Bass Subject 

Measures 16 17 18 19 20 21 22 

Soprano Countersubject Epi sode 

A1 to Subject 

Bass Subject 

Measures 22 23 24 25 

C
M
 10 CM 

Soprano Subject 

Alto Subject 

Bass Countersubject 

Figure 2. Fugue development model. 

exposition, an episode (optional), development, episode (optional), 

development, episode (optional), coda (optional). The development can 

be shortened or lengthened as the composer desires. The composer can 

use any number of subject-countersubject entries per section of develop

ment, and he can use as many or as few episodes as he wishes. 

To compare Go Down, Moses to this fugue pattern, we must relate 

each chapter in the novel to a corresponding portion of the fugue. 

Thus, "Was," Chapter One, becomes the exposition in which subject, 

answer, and countersubject appear. "The Fire and the Hearth," Chapter 



Two, is the first part of the development or the first group of subject-

countersubject entries after the exposition. "Pantaloon in Black," 

Chapter Three, becomes an episode, the only one in the novel, and pro

vides a transition from the first part to the second part of the 

development. The Isaac McCaslin section, "The Old People," "The Bear," 

and "Delta Autumn," Chapters Four, Five, and Six respectively, is this 

second part of the development. It is the second group of subject-

countersubject entries. "Go Down, Moses," Chapter Seven, is the coda, 

the concluding section. 

We must, however, remember that Go Down, Moses is not a musical 

fugue, but rather it is the narrative equivalent. It would be naive to 

assume that patterns developed for music could be lifted directly and 

imposed without alterations upon the prose narrative since both media 

have different requirements and limitations. Further, since we cannot 

know whether or not Faulkner was familiar with the patterning of musical 

fugues, we cannot assume that he was actually modeling Go Down, Moses 

on an actual fugue. The thematic patterning of Go Down, Moses, however, 

can best be examined and understood by relating it to the structure of 

the fugure. 

The term fugue in this dissertation means fugue analog. This 

analog represents a structuring device similar to, but not completely 

synonymous with the correspondent musical pattern. 

The primary difference, as far as this study is concerned, 

between patterning in music and in literature arises out of the 



mechanics of the development of theme. These mechanics, of course, 

are dictated by the materials with which the composer or the writer 

has to work. The composer creates themes through sounds or notes, 

arranged according to pitch, intensity, duration, melody, harmony, 

rhythm, and so forth. The composer can pattern his themes through 

development, "the exploiting of the possibilities of thematic material 

by means of contrapuntal elaboration, modulation, rhythmical variation, 

120 etc." He can also use variation, "the process of modifying a theme 

... in such a way that the resulting product is recognizably derived 

121 from the original." Variation can be produced through "(1) variation 

of melody, (2) variation of figuration or texture, (3) variation of 

122 
rhythm, (4) variation of tonality ... (5) variation of harmony." 

The writer, however, patterns his themes through elaboration of his 

characters' actions and motivations, through emphasis of specific plot 

elements, and through choices of appropriate symbols. 

This difference in materials with which the composer and the 

writer deal necessitates certain modifications and permits certain 

allowances when applying patterns originally designed for music to 

prose narratives. Since Faulkner may well have invented the fugue 

pattern independently of any knowledge of music theory, we should not 

120. Westrup and Harrison, p. 186. 

121. Westrup and Harrison, p. 692. 

122. Westrup and Harrison, p. 693. 
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be surprised if the pattern to be seen in Go Down, Moses differs in 

some respects from its comparative pattern in music. 

The pattern of Go Down, Moses, exposition-development-episode-

development-coda, is more abbreviated than that of the average musical 

fugue. It does, however, contain both the required structural elements, 

exposition and development. Additionally, as we shall see, the expo

sition does present the subject, answer, and countersubject, and through

out the development, the subject and countersubject enter and re-enter 

many times. Nothing else is required of even a musical fugue. 

The chapters in Go Down, Moses do not correspond exactly to the 

fugue divisions. Chapter One, "Was," is the exposition; Chapter Two, 

"The Fire and the Hearth," the first section of development; Chapter 

Three, "Pantaloon in Black," the episode; and Chapter Seven, "Go Down, 

Moses," the coda. Chapters Four, Five, and Six, "The Old People," 

"The Bear," and "Delta Autumn" respectively,, all form the second sec

tion of development. We will find it generally more convenient then to 

speak of the divisions in Go Down, Moses that correspond exactly to the 

parts of the fugue as sections rather than as chapters. 

Even the most cursory reading of Go Down, Moses and of the 

criticism it has generated shows that this novel is a thematically 

rich book. There are the themes of the hunt, the wilderness versus 

civilization, the dangers of property and ownership, and the rise and 

fall of the McCaslin family, to name only a few. Even if all of these 

themes ran throughout the novel, which most of them do not, they could 



not be handled readily in one study of the structural unity of this 

work. So, we shall limit our focus to one theme for this examination 

of the fugal nature of Go Down, Moses. Naturally, any discussion of 

one theme in this novel will require occasional reference to other 

themes in the novel since there are developmental interrelationships 

among all of the book's themes. 

One of the major themes in 60 Down, Moses is concerned with the 

value of love and understanding. The rejection of such values is the 

subject and is introduced at the beginning of "Was," the exposition. 

The acceptance of these values is the countersubject. In the musical 

fugue, the contrast between subject and countersubject would be 

achieved by their presentation in different voices. Counterpoint in the 

novel is produced, not by sound, but by the opposing views and actions 

of the book's characters. 

Every major character in the novel reveals whether he is capable 

of love and understanding. The ability to love and to understand is 

generally determined by whether or not the character can form a viable 

family and whether or not he will struggle to establish such a family 

and will continue to struggle to maintain this family. Those who are 

capable of love and understanding are fertile, producing both offspring 

and more love. Those who are incapable of love and understanding are 

barren, producing generally no offspring and no love or understanding. 

In every section of the book, one or more characters develop 

through their actions and their beliefs the fugue-analog's subject and 
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countersubject. The contrast between these conflicting actions and 

beliefs provides a contrapuntal development which is typical of the 

fugue pattern. 

In the exposition, "Was," the subject and answer are primarily 

presented through the struggle of Buck McCaslin to avoid marriage with 

Sophonsiba Beauchamp, and the countersubject is introduced through the 

parallel struggle of Tomey's Turl and Tennis Beauchamp to marry. In 

the first part of the development, "The Fire and the Hearth," the sub

ject is developed through the several threats to the stability of the 

Beauchamp family and through the bachelor life of Roth Edmonds. The 

countersubject is seen through the efforts of Lucas and Molly Beauchamp 

to save their family. In this section and throughout the rest of the 

novel, the acceptance of the values of love and understanding, the 

countersubject, is symbolized by the fire and the hearth. 

"The Fire and the Hearth" opens with the subject and closes 

with the countersubject. The second part of the development, the Isaac 

McCaslin chapters, "The Old People," "The Bear," and "Delta Autumn," 

however, opens with the countersubject and closes with the subject. 

"Pantaloon in Black," the episode, provides the necessary transition 

by opening on the countersubject, represented by Rider and Mannie's 

marriage, and by closing with the subject, represented by the deputy 

and his wife's marriage. 

In the second section of the development, the countersubject 

is seen in the "family" that Sam Fathers and Isaac McCaslin have formed. 



The subject is presented through Isaac's failed relations with his 

cousin Cass, his wife, his black cousins, and the mistress of Roth 

Edmonds. 

Finally, in the novel's coda, "Go Down, Moses," Butch's separa

tion from the Beauchamp family and Gavin Stevens' lack of comprehension 

of the relationship between Miss Worsham and Molly Beauchamp present 

the subject. The "family" that Miss Worsham and Molly have formed and 

Molly's desire to retrieve Butch's body develop the countersubject. 

The coda and the novel both end on the countersubject. 

Table 1 shows the fugal functions of each section of Go Down, 

Moses. It also lists, for each section of the fugue-analog, the rela

tionships and gives whether or not they are unsuccessful or successful. 

The ending of one entry and the beginning of another must be 

indicated in some fashion. In this novel, this indicator can be a 

character's movement from one locale to another, the beginning or ending 

of a flashback, or a subplot, a shift in viewpoint, or the progression 

from day to night or from night to day. With each entry, the subject 

or countersubject or both is developed through a set of character 

actions that are different from those in the previous entry. 

By recognizing the existence of thematic patterning and by 

understanding it, we come to a new appreciation of the controlled com

plexity of this novel and of the skill and talent of William Faulkner. 

The recognition of the operation of this patterning in this work reveals 

Go Down, Moses to be as complex and rich a narrative as Faulkner wrote, 
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Table 1. Listing of character relationships by fugue-analog section. 

Parts of the Unsuccessful Successful 
Fugue-Analog Relationships Relationshi ps 

Exposition Buck and Buddy Tomey's Tury and 
("Was) McCaslin Tennie Beauchamp 

Buck McCaslin and 
Sophonsiba Beauchamp 

Sophonsiba and 
Hubert Beauchamp 

Development (1) Zack and Roth Lucas and Molly 
("The Fire and Edmonds Beauchamp 
the Hearth") • 

George Wilkins and 
Nat Beauchamp 

Episode Deputy sheriff Rider and Mannie 
("Pantaloon and wife 
in Black") 

Rider and his 
aunt and uncle 

Development (2) Isaac McCaslin Isaac McCasl in 
("The Old People," and Cass Edmonds and Sam Fathers 
"The Bear," and 
"Delta Autumn") Isaac McCasl in and Tomey's Turl and 

wilderness (Old Ben) Tennie Beauchamp 

Isaac McCaslin 
and wife 

Isaac McCaslin and 
James, Fonsiba and 
Lucas Beauchamp 

Isaac McCaslin and 
James Beauchamp's 
granddaughter 
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Table 1. -- Continued 

Parts of the Unsuccessful Successful 
Fugue-Analog Relationships Relationships 

Development (2) Isaac McCaslin and 
(Continued) Hubert Beauchamp 

Sam Fathers and 
Ikkemotubbe 

Sam Fathers and his 
mother and stepfather 

Sam Fathers 
and Jobaker 

Sam Fathers and 
Boon Hogganbeck 

Sam Fathers and 
Cass Edmonds 

Carothers McCaslin 
and daughter Tomey 

Fonsiba Beauchamp 
and her husband 

Roth Edmonds and 
James Beauchamp's 
granddaughter 

Hubert Beauchamp and 
Sophonsiba McCaslin 

Coda Gavin Stevens Molly and Samuel 
("Go Down, Moses") and Worsham household Worsham Beauchamp ("Go Down, Moses") 

(Butch) 

Community of Miss Worsham, Molly 
Jefferson Beauchamp, Hamp 

Worsham, and Hamp's 
wife 
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perhaps as rich and complex as Absalom, Absalom! Nor does it matter, 

as we have seen, whether Faulkner was or was not familiar with musical 

terminology or compositional patterns. A writer as interested in 

experimentation with form and structure as was Faulkner could have re

invented this musical pattern for himself. 

The development of this study of Go Down, Moses will be linear. 

It will begin with "Was"; proceed to "The Fire and the Hearth"; then to 

"Pantaloon in Black"; to the Isaac McCaslin chapters, "The Old People," 

"The Bear," and "Delta Autumn"; and finally to "Go Down, Moses." Each 

structural section of the novel will be examined in a separate chapter 

of this dissertation. Each discussion will begin with an examination 

of the function each of the novel's chapters serves in the overall 

structure of the book and how it serves this function. This opening 

section will be followed by an examination of how Faulkner revised his 

material, if he did, in order to fit it for ,the structural function it 

was to serve. Finally, there will be an examination of how the fugue-

analog subject and countersubject are related to and developed by the 

structure of each section of Go Down, Moses. 



CHAPTER 2 

EXPOSITION: "WAS" 

We might be tempted to view "Was," partially because of its 

humorous nature, as a minor and unimportant segment of Go Down, Moses, 

not quite in keeping with the rest of the book. If we see "Was" as 

the exposition of the fugue-analog, we can judge it accordingly in 

reference to the book's structure. As the exposition to the rest of the 

composition, "Was" is supposed to be short. It introduces fully the 

subject and countersubject, leaving the indepth analysis and examination 

of fugue themes to the two sections of development, "The Fire and the 

Hearth" and the Isaac McCaslin chapters. A complex treatment of theme 

in "Was" would be as surprising as finding such a treatment in the 

exposition of one of Bach's fugues from The Wei 1-Tempered Clavier. 

We cannot, however, look for direct statements introducing 

subject and countersubject. Faulkner may create characters such as 

Jason Compson, Gavin Stevens, or even Isaac McCaslin who preach, but 

he himself depends on more indirect methods of thematic presentation. 

We find theme implicit in action and characterization rather than in 

statement. This indirectness along with the brevity of "Was" accounts 

for the apparent sketchiness of the characters in the novel's exposition. 

If we look carefully at "Was," we see that the themes are 

present. These themes form the strands that create the fugue pattern, 
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which unifies the novel. "Was," by launching these themes, fulfills 

its role as exposition to the rest of the work. 

Many of the elements Faulkner uses to develop the subject and 

countersubject in later sections of the novel are also present in "Was. 

The opening three paragraphs of this chapter, through their description 

of Isaac McCaslin, are obviously connected to other chapters of Go Down 

Moses. Since in these paragraphs, Isaac is called Uncle Ike, is in his 

late seventies, and is a widower, this Isaac McCaslin is linked with 

the one in "Delta Autumn." This opening also emphasizes Isaac McCaslin 

love of hunting and of the wilderness as well as his belief in the in

validity of ownership: 

a widower ... who in his life had owned but one object more 
than he could wear and carry in his pockets and his hands at 
one time, and this was the narrow iron cot ... which he used 
camping in the woods for deer and bear or for fishing or 
simply because he loved the woods; who owned no property and, 
never desired to since the earth was no man's but all men's. 

These two traits and their growing importance to Isaac form the 

interlinking concerns of "The Bear." Isaac's repudiation of his grand

father's property and the acceptance of that property by his cousin 

McCaslin Edmonds are also mentioned. These actions not only provide 

the focal point of part four of "The Bear," but are mentioned and 

commented upon by Lucas Beauchamp, Ike's black cousin, in "The Fire 

and the Hearth." 

1. William Faulkner, Go Down, Moses (New York: Vintage Books, 
1942), p. 3; all subsequent references to this work are from this 
edition. 
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The original version of "Was," the unpublished "Almost," was 

not suitable to this role as exposition for Go Down, Moses. Faulkner 

made extensive alterations in "Almost," all of which served to convert 

it into the novel's introductory section. 

The progression of events in "Was" and "Almost" is basically 

the same: "the substance of the double chase-and-courtship story 

2 
remained unchanged." This basic similarity does not disguise that 

"Was" is more complex and more ironic, though no less comic, that is 

"Almost." In this added complexity and irony are found the beginnings 

of the themes that will be developed in the other sections of the novel. 

Faulkner originally wrote "Almost" for inclusion in The Unvan-

quished, using as he did with the other sections of that novel, the 

first person narrator, Bayard Sartoris. He then had to change Bayard 

to McCaslin Edmonds as a young boy and to shift the story from first 

3 person narration to third. Faulkner also added the three unpunctuated 

4 
paragraphs at the beginning of "Was." Unlike with "Almost," we view 

the events in "Was" not at first hand, but at third hand. These events 

are filtered through the consciousness of Cass Edmonds and Isaac 

McCaslin as reported by the narrator of this section. 

2. Blotner, Faulkner, p. 1074. 

3. Blotner, Faulkner, p. 1074; Creighton, p. 88; Early, pp. 
71-72; and Harter, p. 25. 

4. Blotner, Faulkner, p. 1074; Harter, p. 27. 



Faulkner emphasizes that Isaac has no actual, firsthand knowl

edge of the events of "Was." At the beginning of the second paragraph, 

we find that "This [the story 'Was'] was not something participated in 

or even seen by himself [Isaac McCaslin]" (p. 3). At the beginning of 

the third paragraph, we see again that the story was "not something he 

had participated in or even remembered except from the hearing, the 

listening" (p. 4). 

In addition to tying "Was" into the oral storytelling tradition 

of the south, Faulkner establishes distance between his reader and the 

events of the story. This distance is compounded since the incidents 

of this section are not only seen through time, but through Isaac's 

consciousness, and Isaac, in turn, is seeing the events through McCaslin 

Edmonds. The perspective is further complicated since Cass, as an 

adult, is looking back at these occurrences as they were seen by himself 

as a child. So, we see the story of "Was" through time and through 

three different consciousnesses. This distancing allows for the in

clusion of remarks and observations that a nine-year-old boy would be 

incapable of making. 

Distance is an important element in "Was." Not only is there 

narrative distance, there is physical distance between Tomey's Turl and 

Tennie Beauchamp, emotional distance between Buck McCaslin and Sophon-

siba Beauchamp, ethnic distance between the black characters and the 

white characters, ironic distance between the pretentious name Warwick 

and the shabby condition of the estate, and temporal distance between 



the 1859 setting of this section and the 1940 setting of the main 

portion of Go Down, Moses. The title change from "Almost" to "Was" 

is appropriate, showing one of the major thrusts of the alterations 

Faulkner made: "'Almost' is a fitting name for a tale which depicts only 

an amusing series of near captures But 'Was' is a more appropriate 

title for the distanced, romanticized legend ... presented in Go Down, 

Moses. 

One of Faulkner's major changes is the tightening of interrela

tionships between the characters in "Was." This creation of family 

bonds ties the exposition into the rest of the novel and empahsizes the 

emotional distance between many of the characters since now they are 

part of the same family. As Blotner observes, Faulkner "went back to 

the beginning [of Go Down, Moses], changing and adding, knitting the 

stories closer together, and preparing for the heavily philosophical 

sequences he would use to complete 'The Bear.'"^ 

In "Was," Tomey's Turl becomes half-white, the illegitimate 

son of Carothers McCaslin and the nephew of Buck and Buddy McCaslin. 

He is also the father of Lucas Beauchamp of "The Fire and the Hearth" 

and the great-grandfather of both Roth Edmonds' mistress in "Delta 

Autumn" and of Samuel Worsham Beauchamp, Butch, in "Go Down, Moses. 

5. Creighton, p. 89. 

6. Blotner, Faulkner, p. 1087. 

7. Marvin Klotz, "Procrustean Revision in Faulkner's Go Down, 
Moses," American Literature, March 1965, p. 7; Creighton, pp. 88-89; 
and Harter, p. 36. 
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Faulkner changed Turl's character to bring it more into line with 

Turl's new status. Originally, Tomey's Turl was conceived of as being 

very much like Percival Brownlee, a McCaslin slave mentioned in "The 
g 

Bear" whom Buck and Buddy considered completely worthless. Such 

characteristics, however, as Creighton notes, would have been inappro

priate for this new Turl, whose incestuous conception and tragic history 

would be the eventual cause of Isaac McCaslin's renunciation of his 

9 
heritage in "The Bear." 

Faulkner develops the characters of Buck and Buddy McCaslin to 

a greater extent in "Was" than in "Almost." Since Faulkner makes no 

attempt to differentiate between the two men in "Almost,"^ he had to 

add certain passages to "Was" describing Buck and Buddy's specific 

chracteristics. In "Was," unlike in "Almost," Buck is shown mounting 

a horse with the agility of a younger man.^ Buddy is sedentary, being 

as stolid and thick as his cooking and, unlike Buck being—according to 

12 
Hubert Beauchamp—given neither to drink nor to women. 

Faulkner also added a short passage to "Was" dealing with the 

living arrangements the twins had for their slaves, which was to be 

developed in more detail in the fourth section of "The Bear": "Uncle 

8. Creighton, p. 97; Early, p. 73. 

9. Creighton, p. 97. 

10. Creighton, p. 93; Harter, p. 38. 

11. Creighton, p. 93. 

12. Creighton, p. 93; Harter, p. 40. 
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Buck and Uncle Buddy moved all the niggers into the big house which hs 

[Cass Edmonds'] great-grandfather [Carothers McCaslin] had not had time 

to finish" (p. 6).^ 

Faulkner made other character changes as well as those concerning 

the McCaslins. In "Almost," the Beauchamps are the Prims, living at 

Primrose, a name that lacks the pretentious connotations of Warwick, 

14 and are of no immediate or eventual relation to Bayard Sartoris. 

Buck's close escape from Miss Sophonsiba becomes ironic in "Was" when 

we later learn in "The Bear" that the two do marry and become the par

ents of Isaac McCaslin. Hubert Beauchamp's pretentions of gentility 

take on added depth and absurdity in the light of Isaac's memory of his 

uncle and of the empty legacy of the coffee pot filled with IOU's in 

the fourth section of "The Bear." 

Faulkner added two important metaphors to "Was." The first, 

comparing Uncle Buck to a bee sipping honey, is an obvious reference to 

1 5 
the sterile relationship that he has with his brother Buddy. The 

second compares Buck's encounter with Miss Sophonsiba in the bedroom to 

•J g 
an encounter with a bear, which forms a tie with the Isaac McCaslin 

section of the novel. 

13. Creighton, p. 89. 

14. Blotner, Faulkner, p. 1074; Creighton, pp. 88-89; Harter, 
p. 25; and Klotz, p. 7. 

15. Creighton, p. 92; Harter, p. 41. 

16. Creighton, p. 93; Harter, p. 42. 



All of these changes link "Was" more tightly with the other 

sections of Go Down, Moses, particularly the Isaac McCaslin chapters 

with their emphasis on the McCaslin family and hunting. The changes, 

however, are more than just an attempt to connect this opening portion 

to the rest of the novel by making its characters relatives of those 

who follow. More importantly, they tie "Was" thematically into the 

rest of the book, for as Joseph Reed has observed, "every story grows 

out of 'Was' ... every pattern that develops through the other stories 

can be found there. 

In the chase of Tomey's Turl by Buck and Cass, we can see the 

beginnings of Vickery's ritual hunt motif. In the opening three para

graphs concerning Isaac McCaslin, we can see the beginnings of Mill gate's 

wilderness versus civilization theme with its concurrent examination of 

the problems of ownership. In the treatment of Turl as just another 

object of sport, we can see the introduction of the evils of slavery 

theme. Of course, we can also find the beginning of the fugue-analog 

themes, the subject and the countersubject, the rejection or acceptance 

of the values of love and understanding. 

Although the subject and countersubject are presented in "Was," 

their introduction is brief and, in some places, almost obscured by 

the story's humorous tone. We must realize that this chapter, even with 

all of its modification, is still like its predecessor "Almost" basic

ally a humorous story, practically a tall tale. This humor, however, 

provides a tonal link with the semi-humorous "The Fire and the Hearth." 

17. Reed, pp. 186-187. 
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As we saw in the last chapter, in the exposition of the fugue, 

the subject enters first. It then re-enters, being called on this 

second appearance, the answer. On a third entry, it is again labeled 

the subject and, on a fourth, the answer. Beginning with the second 

appearance of the subject, contrapuntal development commences with the 

introduction of the countersubject. The countersubject remains in 

counterpoint to all subsequent entries of the subject in the exposition. 

In "Was," the subject enters four times. For convenience and 

clarity, we shall label its first appearance subject (1); its second, 

answer (2); its third, subject (3); and its fourth and final entrance 

in the exposition, answer (4). The countersubject1s first appearance 

accompanies answer (2), and it appears a total of three times in the 

exposition. As seen in Figure 3, countersubject (1) is related to 

answer (2), countersubject (2) to subject (3), and countersubject (3) 

to answer (4). 

As it is in all the sections of Go Down, Moses, the subject is 

a rejection of a life that fosters love and understanding, and the 

countersubject is an acceptance of such a life. A character develops 

either the subject or the countersubject through his familial relation

ships. Any character who struggles to escape his family, who repudiates 

that family, who refuses to form a family, or who fails to create a 

successful family presents the subject, the rejection of love and 

understanding. Any character who struggles to establish, to save, or 

to become a member of a successful family presents the countersubject, 

the acceptance of love and understanding. 



51 

Entry 1 Entry 2 

Subject (1) Answer (2) 

— Countersubject (1) 

Entry 3 Entry 4 

Subject (3) Answer (4) 

Countersubject (2) Countersubject (3) 

Figure 3. Schematic of "Was," the exposition. 

Generally, characters who represent the subject are members of 

a family, if they are part of a family at all, with few children. 

These characters show their lack of love and understanding in their 

dealing with others. Characters who represent the countersubject, 

however, are members of a family with normally several children. They 

show their love and understanding of others, particularly those in their 

families. 

As we shall see, some characters in Go Down, Moses can be, at 

different points in the novel, associated with both subject and counter-

subject. In the first section of development, "The Fire and the Hearth," 

Lucas Beauchamp through his attempts to save his family from Zack 

Edmonds presents the countersubject. Later, through his pride and 

self-interest, he becomes a threat to that same family and advances 

the subject. 

In the exposition of Go Down, Moses, "Was," the relationship 

between characters and subject and countersubject is simpler than in 



the developmental section of the fugue-analog. The subject enters 

through the actions of the white characters, and the countersubject 

through the action of the black characters. All of the whites belong 

to sterile families, and in none of their relationships do they demon

strate any love or understanding of others. The blacks are attempting 

to form a family, and their struggle shows both love and understanding. 

The whites have failed to accept these values, and their actions 

carry forward the theme of rejection, the subject. The blacks have 

accepted these values, and their action, the struggle to form a family, 

presents the theme of acceptance, the countersubject. 

Among the white characters, there are two extant families, 

Buck and Buddy McCaslin and Hubert and Sophonsiba Beauchamp, neither 

capable of producing offspring, and one potential family, Buck McCaslin 

and Sophonsiba Beauchamp. Among the blacks, there is one potential 

family, Tomey's Turl and Tennie Beauchamp. 

The subject enters the exposition and, of course, the fugue-

analog first not through the actions of any of the characters in "Was," 

but through the character sketch of Isaac McCaslin. This sketch is 

contained within the three paragraphs that make up part one of this 

chapter. The references to Isaac's age and to the events of his life 

show that this passage is contemporaneous with "Delta Antumn," probably 

around 1940. At the end of part one of "Was," the narrative shifts to 

1859. This shift in time marks the division between the first entry of 

the exposition and the second. 



The opening notes of the subject (1) are sounded in the short 

initial paragraph of the exposition: "Isaac McCaslin, 'Uncle Ike,' 

past seventy and nearer eighty than he ever corroborated any more, a 

widower now and uncle to half a county and father to no one" (p. 3). 

At first, we might view this passage as mere description, and although 

it is descriptive, it is also more. 

We notice that Isaac McCaslin and his wife have had no children. 

The marriage has been barren, one of the major signs in this novel of a 

character who often fails to love or to understand others. Isaac's 

relation to the subject (1) is ironic since, in "The Bear," he appears 

motivated to give up the title of his family land through, if not love, 

at least comprehension of the evils of his society. The little phrase, 

however, "and father to no one," the emphasis being on the "no one" 

since it comes at the end of the passage, warns us of his importance 

to the development of subject (1). This initial classification of Isaac 

as one who generally fails to love or to understand fits well with the 

events in "Delta Autumn," in which Isaac fails to show an empathy for 

Roth Edmonds' mistress. 

Much of the other descriptive material in this opening paragraph 

contributes toward the presentation of the subject (1). Isaac is de

scribed as "past seventy" and yet is childless. His own father, Buck 

McCaslin, as we discover in paragraph three, was "near seventy when 

Isaac, an only child was born" (p. 4). Two factors contribute to the 

development of the subject (1). The first is the simple matter of age, 
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which often, rightly or wrongly, is associated with infertility. The 

second is another ironic element: Isaac McCaslin may be long past the 

traditional age for parenthood, but his own father at about the same 

age sired a child. 

A progression exists here that reinforces the subject (1). 

Buck McCaslin, as the reader discovers in "Was," is not associated with 

love or understanding since he neither understands his nephew Turl nor 

loves his eventual wife Sophonsiba Beauchamp. Yet he does finally 

father one son. That one son, although marrying young, never has any 

children. It is as though the incapacity of the earlier generation to 

love and to understand has had a cumulative effect in inhibiting fer

tility (one cannot argue the potency of Carothers McCaslin who fathered 

five children). 

One can, however, form a viable family even if he is not a bio

logical father, and Isaac does have white cousins, the Edmondses, and black 

cousins, the Beauchamps, with whom he could establish such a family. 

As the novel progresses, we see that, after Cass Edmonds, Isaac's rela

tions with the other Edmondses weakens, and he does not appear to have 

any real ties at all with the Beauchamps. Such a failure is again an 

element contributing to the presentation of subject (1). 

Isaac does have another potential family, his sister-in-law 

and her children. So, although he has no nephews who are blood rela

tives, he is an uncle in truth as well as being an "uncle to half a 

county." 
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We might assume that such a role would finally link Isaac with 

the countersubject, but uncles in Go Down, Moses do not fare well. They 

are often infertile, ineffectual, and absurd. Both of Isaac's uncles, 

Buddy McCaslin and Hubert Beauchamp, die childless bachelors. Buddy's 

barrenness is emphasized by his domestic role in his relationship with 

his brother Buck. Buddy acts almost as though he is Buck's wife; he is 

infertile as long as he refuses to act as a male, a father. Hubert 

Beauchamp's ineffectuality is symbolized by the battered coffee pot 

filled with IOU notes he leaves Isaac instead of the original silver cup 

filled with gold pieces. Isaac views this legacy from Hubert with the 

same amused condenscension with which the hunters in "Delta Autumn" 

view Uncle Ike and his opinions. The hunters' attitude indicates that, 

for them, Uncle Ike has nothing of value to offer; Isaac is merely an 

object of amusement. Without respect, communication becomes impossible, 

and without communication, no real familial relation exists. Since 

uncles have such negative connotations in this novel, any character 

whose relationship to another is avuncular tends to help the development 

of the subject rather than the countersubject. 

Although as we have seen, the final narrative filtration of 

"Was" is through the consciousness of Isaac McCaslin, nothing in the 

main narration indicates any conscious awareness on Isaac's part of the 

truth behind the comic figures or of the irony of Buck's escape from 

Sophonsiba, whom Buck eventually does marry. Yet, in part four of "The 

Bear," in which Isaac pieces together what he believes to be the history 
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of these same people, Isaac's conscious awareness and assessment of his 

family and of their lives and values is emphasized and re-emphasized. 

His apparent sympathy for his black relatives is one of his motivations 

for his refusal of his McCaslin legacy. 

The incidents in "Was," however, arouse no emotional response 

in Isaac. Such detachment is the final element contributing to the pre

sentation of this first entry of the subject. 

All Isaac sees is a comic tale from Cass's childhood, in which 

Isaac's father, in chasing one of his slaves, is almost trapped into 

marriage with his mother. He does not see beneath this surface story 

to some of the darker features such as the continual frustration of Turl 

and Tennie, who although in love, are unable to marry. Nor does he 

recognize the sinister attitude that allows Turl's uncle and cousin to 

hunt him as though he were some exotic game because he is black and 

they are white. Isaac misses that the story of "Was" reveals, under

neath the comedy, that Turl and Tennie are as much victims of their 

society as are the slaves and ex-slaves of whom the ledgers speak. 

Isaac does not really understand the problems and life of 

blacks, no matter how much he may claim to do so in the fourth section 

of "The Bear." In his inability to see beneath the comedy here and 

in his inability later to admit, in "Delta Autumn," the truth behind 

the claims of Roth's black mistress, he reveals that, like most of the 

rest of the whites in his society, he has rejected the values of love 

and understanding. In Isaac's case, he gives lip service to these 
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values, but his hypocrisy makes his rejection perhaps the worst in the 

novel. 

By the end of the first entry of the exposition, the subject of 

the fugue-analog has completed its first appearance. Much of its depth 

of presentation depends upon our knowledge of later sections of Go Down, 

Moses, but such is often the case in literary works as opposed to 

musical compositions. Even though we cannot feel the full resonance 

of this theme in this first entry until we have read the entire novel, 

we can see enough of its development to recognize its presence. 

The second entry of the exposition along with the second appear

ance of the subject, answer (2), commences, as does the storyline, with 

part two of "Was." The answer (2) is presented through the portrait of 

Buck and Buddy McCaslin's relationship. The countersubject (1) also 

appears for the first time in this entry and arises out of the implied 

emotional attachment of Tomey's Turl and Tennie Beauchamp. 

The McCaslin brothers cling tenaciously to their family, although 

like all families associated with the fugue-analog subject, it is barren. 

Our full appreciation of the answer (2), as with that of the subject (1), 

comes when we re-read these earlier sections in the light of evidence 

from the later portions of Go Down, Moses, but our recognition of the 

entrance of the answer (2) is not dependent upon this knowledge. 

This second appearance of the fugue-analog subject and the first 

appearance of the countersubject end when Buck and Cass arrive at the 

Beauchamp house. At this point in the exposition, the subject (3) 



appears since the emphasis changes from Buck and Buddy's relationship 

to that of Buck and Sophonsiba and the countersubject (2) as Turl and 

Tennie's ties are further explored. 

Buck and Buddy have a relationship that goes beyond that of two 

bachelor brothers living together. It is an ersatz marriage, in which 

Buck has the traditional role of husband, the active masculine role, and 

Buddy has the traditional role of wife, the passive, feminine role. 

Their relationship and their roles within that relationship parody cus

tomary marriages and contribute to the answer (2). 

Buck's active role is established early. Although he is sixty, 

"Uncle Buck didn't mount a horse like he was any sixty years old ... 

lean and active as a cat ... his foot in the iron and the horse already 

moving, already running ... when Uncle Buck came into the seat" (p. 7). 

Buddy lacks Buck's graceful agility and reveals his domestic 

nature in whatever he does: "in the jolting wagon-bed with Uncle 

Buddy sitting in the seat above ... exactly the same way he sat a 

horse or sat in his rocking chair ... while he was cooking, holding 

the whip exactly as he held the spoon or fork he stirred and tasted 

with" (p. 21). 

His domestic and wifelike role color and permeate his physical 

appearance. Where Buck above merges with his horse, the symbol of the 

masculine, Buddy merges with his cooking chores, the symbol of the 

feminine: 

Uncle Buddy ... all one gray color, like an old gray rock or 
stump with gray moss on it, that still, with his round head 
like Uncle Buck's but he didn't blink like Uncle Buck and he 



was a little thicker than Uncle Buck, as if the things he 
cooked had made him a little thicker than he would have been 
and the things he cooked with, the flour and such, had made 
him all one same quiet color (p. 26). 

Buddy has the drabness and the heaviness of an aging housewife. 

Buddy's role has pervaded his character, again setting him 

apart from his brother: 

"Little toddy before we start?" Mr. Hubert said. 
"I don't drink," Uncle Buddy said. 
"That's right," Mr. Hubert said. "I knew there was 

something else besides just being woman-weak that makes 
'Filius [Buck] seem human" (p. 26). 

Buddy is neither a drinking man nor a womanizer. Since, at this 

period of time, it was considered improper for women to drink hard 

liquor, Buddy's assertion that he does not drink fits his feminine 

role, as does his lack of interest in women since it would not be proper 

for a wife to seek out a wife. 

Consistent with this wifelike role, Buddy resents any feminine 

intrusion into his domain, particularly one with the expressed intent 

of capturing the husband, Buck. On visits by Hubert and Sophonsiba 

Beauchamp, Buddy "moved clean out of the house, sleeping in one of the 

cabins" (p. 6). Later, after Buck and Sophonsiba's wedding, Buddy 

"declined to leave the cabin he and his twin had built" (p. 301). 

This latter action of Buddy's demonstrates his desire to keep 

and hold Buck, even if it might prevent his brother from forming a more 

fertile marriage. Such an action shows a great deal of self-interest, 

particularly at the expense of another, and is associated with the 

rejection of love and understanding, the answer (2). 
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Whatever Buck's eventual decision about Sophonsiba Beauchamp, 

in "Was," he does his best to defend the McCaslin family from outside 

threats. As can be seen by his haste in setting out to re-capture 

Tomey's Turl and by his desire to leave the Beauchamp place before 

dark, Buck is as anxious as is Buddy to maintain and preserve his mar

riage. His active efforts to keep his and Buddy's relationship un

changed is as important to the development of the answer (2) as is 

Buddy's desire. 

The association between the brothers' "marriage" and the 

answer (2) is established by the barren nature of this family. This 

union can never produce children, and this inability is one of the 

important signs of the unsuccessful family. Sophonsiba is correct 

about the nature of this relationship when she ways, "Uncle Buck was 

a bee sipping from flower to flower and not staying long anywhere and 

all that stored sweetness to be wasted on Uncle Buddy's desert air" 

(p. ID-

Sexually, Buddy is a desert, and as long as he and Buck insist 

upon his being Buck's wife, they must remain infertile, unable to re

produce. For all of Buddy's traditional female characteristics, he is 

physically a male, which is emphasized by his one contradictory feature. 

He is able to play poker well, far better than the masculine Buck. 

This game, like the drinking, was in the 1850's traditionally a male 

activity. 

The two do appear to have a son of sorts, Cass Edmonds. We, 

however, should not automatically assume that Buck and Buddy are 
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raising Cass. No evidence exists that they are doing so nor that Cass 

is an orphan as Isaac McCaslin will be. Cass is more likely merely 

visiting his two uncles, as he probably does frequently. Such visits 

account for his having been present when Hubert attempts to abandon 

Sophonsiba at the McCaslin place. 

The McCaslins' fervent defense of this childless family develops 

the answer (2), for they have no more pressing motive for sustaining 

this relationship than to preserve the status quo. Certainly we see 

no other discernible reason for the two brothers to hold so tightly 

onto their lifestyle, least of all for love. Both are actively holding 

onto a "family" that represents a rejection of the values of love and 

understanding. 

Counterpointed to the answer (2) is the countersubject (1). 

As we learn about Buck and Buddy McCaslin, we also learn about Tomey's 

Turl and his reason for running away, and his motivation is the ele

ment that presents the countersubject (1). 

As we learn, Turl has run off to the Beauchamp place again so 

he can "hang around Mr. Hubert's girl, Tennie" (p. 5), whom Turl wishes 

to marry. Although Turl cannot marry Tennie as long as the McCaslins 

and Hubert Beauchamp are adamant in their mutual refusal to buy the 

other slave, he continues to struggle to be with her. It is this 

struggle for his future family that presents the countersubject (1). 

Prior to the opening of "Was," this struggle by Turl and Tennie 

consists of Turl's continual escapes from the McCaslin place. This 
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action, perhaps, is an attempt to win a marriage through attrition by 

making it more convenient for the McCaslins to buy Tennie or for the 

Beauchamps to buy Turl. The obvious refusal of Turl to abandon Tennie 

and his desire for a family contributes to the initial appearance of 

the countersubject in this second entry of the exposition. 

The third entry of the exposition begins when Buck and Cass 

reach the Beauchamp estate. This entry ends with part two of "Was" 

when Buck discovers that he has stumbled into Sophonsiba's bed. 

The uneasy nature of Buck and Sophonsiba's relationship pre

sents the subject (3). Reinforcing the subject (3) is the portrayal 

of the Beauchamp family. Neither Buck and Sophonsiba's potential 

family nor the existing one of Hubert and his sister represents a 

successful family or reveals much acceptance of love and understanding 

by those involved. 

Buck is obviously nervous in Sophonsiba's company. When Buck 

and Cass are first greeted by her, Buck, displaying the nervousness of 

a small boy, acts embarrassed to be in her presence: "Uncle Buck 

dragged ... [his] foot" (p. 11). At lunch, Buck makes a point of stres

sing his bachelorhood: "Miss Sophonsiba said Uncle Buck was just a con

firmed roving bachelor from the cradle born and this time Uncle Buck 

even quit chewing ... and said, Yes ma'am, he sure was, and born too 

late at it to ever change now" (pp. 11-12). 

Buck again shows boyish embarrassment when Sophonsiba, in one 

of her sickenly cute actions, sips from his toddy in order to show how 



she used "to sweeten her papa's toddy" (p. 12). This action causes 

Buck again to drag his foot and later to swallow hastily another toddy 

brought him by Sophonsiba "before Miss Sophonsiba had time to sweeten 

it" (pp. 13-14). 

Buck's feelings toward Sophonsiba are most succinctly illus

trated by his reaction to the favor, the red ribbon, she sends him just 

as he is about to resume his hunt for Turl : "it was the piece of red 

ribbon that had been on Miss Sophonsiba's neck and Uncle Buck sat there 

... holding the ribbon like it was a little water moccasin, only he 

wasn't going to let anybody see he was afraid of it "She just sont 

it to you," the nigger said. "She say to tell you 'success'" (pp. 15-16). 

Such nervousness by itself is not automatically associated with 

the subject (3). We must view it in relation to Buck's attachment to 

his brother and to his attitude toward Sophonsiba. It then becomes a 

manifestation of his desire to maintain his barren "marriage" with 

Buddy rather than establishing a possibly fertile family with Sophonsiba. 

Buck obviously does not wish to cooperate with Sophonsiba to 

convert their potential family into a real one. The frantic haste he 

displays in going after Tomey's Turl is directly attributed to the 

fear that, if he does not act quickly, then "Mr. Hubert would fetch him 

[Turl] back himself, bringing Miss Sophonsiba, and they would stay a 

week" (p. 6). Delay could possibly result in another attempt by Beau-

champ to leave his sister. Buck's fear indicates he is not in love 

with Sophonsiba. 
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Buck's rejection of Sophonsiba is one of the elements that 

contributes to the entry of the subject (3). Buck even refuses to see 

Sophonsiba as anything but a menace. To him, she is a thing, not a 

human being, to be shunned and evaded, an attitude seen in the poker 

game. Buck not only treats Turl and Tennie as things to be used as 

bets, at least understandable if not commendable in terms of southern 

antebellum society, but he also sees Sophonsiba as a human poker chip. 

Buck's callous attitude is certainly matched by Sophonsiba's 

own attitude toward him. Nowhere in this first chapter nor in the 

entire novel does she reveal that she in any way loves Buck. All of 

her ploys to marry involve entrapping him. Undoubtedly, she was in 

collusion with Hubert when he left her at the McCaslin place. Further, 

Hubert in his bear metaphor, even admits that Sophonsiba had tricked 

and trapped Buck so that marriage is the only option: 

You [Buck] come into bear-country of your own free will and 
accord. All right; you were a grown man and you knew it was 
bear-country and you knew the way back out like you knew the 
way in and you had your chance to take it. But no. You had 
to crawl into the den and lay down by the bear ... Yes, sir. 
She's got you ... and you know it (pp. 22-23). 

Such machinations may be appropriate for romantic comedies, but 

they are hardly associated in reality with genuine affection, which 

requires a cooperative effort between two people. The absence of such 

cooperation, showing as it does an absence of love and understanding 

between Buck and Sophonsiba, further develops the subject (3). Again 

our later knowledge of the novel gives resonance to these initial entries 

of the subject in the fugue-analog. 
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The nature of Hubert's and Sophonsiba's relationship also faci

litates the appearance of subject (3), for this family is as barren as 

the McCaslins'. Hubert and Sophonsiba show no real affection toward 

one another. Hubert's attitude toward his sister is amply illustrated 

by his abandonment of her at the McCaslins place. Hubert's feelings are 

further demonstrated by his comparison, when speaking to Buck, of his 

sister to a bear. Nor is he any more reluctant than Buck and Buddy to 

make her part of the stakes in the poker game. None of these examples 

indicate any warmth between the two. Hubert even admits that he wishes 

to rid himself of his sister since he fells that "I'd like a little 

peace and quiet and freedom myself" (p. 23). 

Sophonsiba does not appear to love her brother any more than he 

loves her. She feels that Hubert is the reason she cannot be a real 

heir to the English Warwick because "he [Hubert] never even had enough 

pride, not to mention energy, to take the trouble to establish his just 

rights" (p. 5). This attitude is as absurd as her claims to the 

English Warwick. 

Her ridiculous naming of her home, Warwick, symbolizes her con

cern for name, rather than substance. Although she may vainly attempt 

to evoke grandeur through the name Warwick, the shabby condition of her 

reality of the Warwick place with its rotting floor boards and broken 

shutters gives the lie to these claims. 

We see this same desire for name rather than substance in her 

relationship with Hubert. She wants him to beand fails to understand 
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why he cannot be the aristocratic heir to a British estate. In reality, 

he is nothing more than an uncultured countryman, who sees nothing im

proper in greeting visitors while soaking his feet. 

This family is only a family of convenience, and it is for the 

convenience of Sophonsiba. Until she can marry, she must live with her 

brother in order to have a home, the antebellum South having few places 

for unmarried women. Neither she nor Hubert appears to care for the 

arrangement nor for one another. This family then has nothing to offer 

anyone, least of all its own members, and like the Buck-Sophonsiba rela

tionship it is an integral part of the development of subject (3). 

Contrapuntally, in this third entry of the exposition, the con

tinuing efforts of Turl and Tennie to be married presents the counter-

subject (2). While Buck is attempting to remain free of Sophonsiba 

and while Sophonsiba is attempting to trap him into an unwanted marriage, 

Tennie and Turl are actively working to create a family. 

In order to overcome the obstacles to marriage, Tennie has 

evolved a plan. Because Turl has had no success through his frequent 

escapes in annoying the McCaslins and the Beauchamps into action, he 

and Tennie must resort to other stratagems. We have no way of knowing 

whether or not the exact outcome of events in "Was" is planned, but 

certainly, as Cass learns in a conversation with Turl, both Tennie and 

Turl have plotted to set up a situation whose final result is their 

marriage: Turl tells Cass that "anytime you wants to git something 

done ... just get the womenfolk to working at it. Then all you needs to 

do is set down and wait" (p. 13). 



Logically, the restricted circumstances of Tennie and Turl's 

lives, the limits imposed by slavery, should have caused them to resign 

themselves to their permanent separation. Instead, they refuse to give 

up their desire to marry and, using their knowledge of their white 

masters, engineer a series of events that lead to that marriage. Like 

Lucas Beauchamp in "The Fire and the Hearth," Turl and Tennie have only 

so many options open to them. Through intelligence and determination, 

they use those options to the fullest, achieving their family. It is 

this intelligent determination that brings about the entrance of the 

countersubject (2) and places it in contrast to the subject (3). 

The working of Tennie's plan is seen in Turl's determined efforts 

to remain free since the plan can only succeed if Turl is not recaptured 

by Buck. Turl uses his intelligence and abilities to elude Buck by 

outriding him to the Beauchamp place and by luring the dogs Buck and 

Hubert set on him into a cotton-house. It is important to Turl that he 

marry Tennie, and he does everything within his power to see that her 

plan is successful. His obviously sincere desire to marry Tennie and 

his efforts to accomplish that end are the major elements contributing 

to the countersubject (2). 

The fourth and final appearance of the subject, answer (4), and 

the third and final appearance of the countersubject, countersubject (3), 

in the exposition begins with part three of "Was," entry four. Between 

the end of part two and the beginning of part three, a day has elapsed. 

The events of that day are presented in a flashback, but this time-jump 



makes an admirable division between the third and fourth entries of 

the exposition. 

Buck's unsuccessful attempts to escape Sophonsiba's marriage 

trap and Buddy's successful extrication of his brother and the preser

vation of their relationship develop the answer (4). The success of 

Tennie's plan and the impending marriage of the blacks present the 

countersubject (3). 

Buck's frantic desire first to reason his way out of a marriage 

with Sophonsiba and then to gamble his way free reveals no hidden love 

for Sophonsiba. He shows no wish on his part to replace his present 

family with a potentially less barren one. Struggling actively to avoid 

marriage, Buck's actions develop the answer (4). 

Buck, however, proves unequal to the task of freeing himself, 

and Buddy must come to his rescue. Nor does Buddy have any compunctions 

about going to Buck's aid, for although he is normally inactive, he is 

quite capable of action when his "marriage" to his brother is threatened. 

It is Buddy who realizes that, on the Beauchamp visit, Hubert has tried 

to slip away leaving Sophonsiba behind. Buddy "waked them [Buck and Cass] 

and they got Miss Sophonsiba up and dressed and the team put to the wagon 

and caught Mr. Hubert" (p. 6). 

Such determination on the brothers' part to preserve their rela

tionship advances the presentation of answer (4). Although the possible 

marriage of Sophonsiba and Buck is hardly promising, it has a potential 

for producing a family that Buck and Buddy's present relationship does 



not. The successful defense by Buddy of the brothers' infertile rela

tionship brings the answer (4) to an end along with the exposition. 

Buck and Buddy's attitudes also reveal their connection with 

the subject. Such a connection might not be readily apparent since 

the twins are in the process of freeing their slaves, neither believing 

in slavery. Through this action and belief, they appear to have some 

understanding and concern for others. 

Significantly, however, nowhere in the exposition do we see any 

understanding on the part of Buck and Buddy of Tomey's Turl and Tennie 

Beauchamp's desire to marry. Nor do they appear to recognize the frus

tration that must exist for these two from their inability to do so. 

Although the brothers are Turl's uncles, they never display any emotion 

at his constant running away except annoyance for the effort involved 

in recapturing him and concern that Buck may fall prey to Sophonsiba. 

Neither shows any sign of sympathy in "Was" or in the rest of the novel 

for Turl and his thwarted desires. 

Instead of attempting to ameliorate their nephew's situation, 

Buck and Buddy seem content to do no more than go after him everytime 

he runs off to be with Tennie. They could easily ease Turl's frustra

tion by buying Tennie, but will not since "Buck said he and Uncle Buddy 

had so many niggers already that they could hardly walk around their 

own land" (p. 5). 

Since, as we discover in reading "The Bear," Buck and Buddy are 

in the process of freeing their slaves, buying an additional slave 



would not be consistent with their philosophy. If the brothers truly 

had any understanding of these black slaves' humanity, they would see 

that, in buying Tennie, they would be doing a great deal of good for 

two people. Instead, the twins are devoted to the letter of their 

philosophy rather than the spirit, the same sin of which Isaac McCaslin 

is guilty in "Delta Autumn." 

Buck and Buddy also have a strange method of executing their 

belief, as we find in part four of "The Bear." They make each slave work 

off his purchase price rather than simply freeing him, as though they feel 

the slaves owed them some sort of financial recompense for the expense 

of slavery. 

Buck and Buddy, as with Hubert and Sophonsiba, then are not 

merely members of unsuccessful families, but also display in their 

actions a lack of love and understanding. Their lives and their atti

tudes are completely associated with the fugue-analog subject in the 

exposition. 

The countersubject (3) enters through the successful conclusion 

of Tennie's plan. As the exposition closes, the two blacks have been 

won by Buddy McCaslin, and now they can marry and raise their children. 

Their struggle has resulted in the formation of a successful family 

rather than in the retention of the unsuccessful one that marks the 

development of the answer (4). The answer (4) and the countersubject 

(3) end in counterpoint with the return to the McCaslin place of both 

Buck and Buddy and Tennie and Turl. 



Although Turl is not as fully drawn as the McCaslins, he does 

show in his attitudes some concern for his white relatives, and cer

tainly, either he or Tennie has a good understanding of the whites or 

the plan could never have worked. In Turl's attitudes, we see his con

nection with the countersubject in the exposition, just as we have seen 

the McCaslins' connection with the subject and their attitudes. 

It is Turl who saves Buck and Buddy's family since, when Hubert 

discovers Turl has dealt the final poker hand, he concedes defeat. Turl 

must know that Buck does not wish to marry Sophonsiba. After his and 

Tennie's marriage is assured, Turl would have no reason not to help 

Buck escape Sophonsiba, particularly since he may feel some responsi

bility for Buck's predicament. It is Turl's actions that result in 

Buck's being trapped. 

Turl may be motivated by self-interest, for it is to the blacks' 

advantage to be owned by the McCaslins who not only have a more lenient 

attitude toward their slaves, but who are in the process of freeing 

those same slaves. Still, when Turl knocks Buck over during an escape 

from Tennie's cabin, he shows concern for his white uncle: "he [Turl] 

knocked Uncle Buck down and then caught him before he fell ... snatched 

him up under one arm ... and carried him along for about ten feet, 

saying, 'Look out of here, old Buck'" (p. 19). 

It is, therefore, probably no accident that, when Hubert tells 

Cass to find someone to deal the cards, Turl is "squatting against the 

wall just outside the door" (p. 27). Since we know that Cass spoke with 
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Turl before he went to fetch Buddy, we should suspect collusion between 

the boy and the black, and we have no reason to suspect Turl's help is 

unwilling. 

Turl then is the only character appearing in the exposition who 

demonstrates actual sympathy and understanding of others. His attitudes 

and actions show an acceptance of love and understanding, and in his 

acceptance is his everpresent link with the countersubject. 

By the end of the exposition, the subject has entered and re

entered four times, twice as subject and twice as answer. Contrapun

tal ly to the development of the subject, the countersubject has entered 

three times. 

The interrelationships between the various white characters 

in this opening chapter present the subject, the rejection of the values 

of love and understanding. This rejection is inherent in the lives of 

these characters. Each white character is either a member of an unsuc

cessful family or refuses to become a member of a potentially more viable 

one. 

The successful attempt made by Tomey's Turl and Tennie Beauchamp 

to marry introduces the countersubject, the acceptance of the values of 

love and understanding. Unlike the white characters who struggle to 

maintain or to establish sterile relationships, the black characters in 

the exposition struggle to form a fertile, viable family. 

The exposition has established the tie between characters' 

relationships and thematic development. Although in the rest of Go 



Down, Moses, the connections of white and black characters to subject 

and countersubject will not be so clearcut, the link between unsuccess

ful families and the subject and between successful families and the 

countersubject will be constant. The attitudes and actions that present 

the subject and the countersubject have also been delinated in this 

first section of the novel. 

the purpose of the exposition of the fugue is to present the 

subject and countersubject, the themes that will be treated in the 

development of the fugue. This section also establishes the contrapun

tal relationship between these two fugue themes. "Was," as the exposi

tion of our literary fugue, accomplishes these two purposes. The full 

exploration of subject and countersubject begins with the first section 

of development, "The Fire and the Hearth." 



CHAPTER 3 

DEVELOPMENT (1): "THE FIRE AND THE HEARTH" 

With "The Fire and the Hearth," the simple, almost sketchy 

presentation and development of the subject and countersubject end. In 

"Was," the exposition, the characters' relation to the themes is clear. 

Buck's consistent refusal to marry Sophonsiba presents various entries 

of the subject, while Turl's unswerving desire to marry Tennie develops 

the entries of the countersubject. In "The Fire and the Hearth," the 

first section of fugal development, however, the relationship between 

the characters and these fugue-analog elements is not always so exact. 

Some of Lucas Beauchamp's actions such as his demand that Zach Edmonds 

return Molly develop the countersubject. Other of his actions such as 

his obsession with the gold hunt advance the subject. Roth Edmonds1 

actions generally seem to develop the subject, particularly when, as a 

child, he spurns the family as represented by the Beauchamps. Yet his 

anger at Lucas for agreeing to a divorce rather than giving up the search 

for gold presents the countersubject. 

Such complexity arises naturally out of the increased scope of 

thematic presentation in this first section of fugue-analog development 

and out of Faulkner's fuller exploration of the thematic permutations 

associated with the fugal themes. Such thematic exploration is the 

function of the development of the fugue: "the composer reveals the 
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musical potentialities of his subject in any manner his imagination may 

suggest."^ "In any manner" gives the composer of fugues a great deal 

of latitude, and many, particularly Bach, exploited this freedom to the 

fullest. Except for keeping the basic contrapuntal nature of the fugue, 

the composer is under no obligation to restrict his development to spe-

2 cific techniques. Bach in his "48 Preludes and Fugues ... [shows] an 

3 inexhaustible variety of treatment." Such freedom is not a license for 

chaos since the subject and countersubject must enter and re-enter 

throughout the course of the development. The freedom lies in the 

methods used in presenting, examining, and exploring those themes. 

The development of Go Down, Moses shows an analogous narrative 

freedom. Unlike many conventional narratives, in which development 

depends upon a single overriding plotline, this novel is composed of what 

appear to be almost self-contained units. The sections, of course, are 

not entirely unrelated. The symbol of the fire and the hearth appears 

in "The Fire and the Hearth," "Pantaloon in Black," and "Go Down, Moses." 

Lucas Beauchamp appears not only in "The Fire and the Hearth," but 

briefly in part four of "The Bear." Molly Beauchamp is an important 

character in both "The Fire and the Hearth" and "Go Down, Moses," and 

Roth Edmonds is in "The Fire and the Hearth" and "Delta Autumn." 

1. Bernstein and Picker, pp. 184-185. 

2. Westrup and Harrison, p. 261; Bernstein and Picker, p. 186. 

3. Westrup and Harrison, p. 261. 
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The storyline in each chapter of the novel's development, how

ever, is independent of that of other chapters. References to the 

events in "The Fire and the Hearth" are non-existent in the succeeding 

chapters as they are for "Pantaloon in Black." Only the Isaac McCaslin 

chapters, "The Old People," "The Bear," and "Delta Autumn," have any 

plot connectives. Yet none of the events in these three chapters is 

mentioned in "Go Down, Moses," the novel's last chapter. 

The relationship between these chapters is the treatment of the 

fugue-analog subject and countersubject. In each chapter, the subject 

and countersubject enter and re-enter either together or separately, and 

counterpoint established by these appearances is the primary connective 

between each part of the development. The absence of more obvious ties 

between the sections of the novel's development reflects the different 

approaches Faulkner uses to explore his contrapuntal themes. The fugue-

analog themes remain the same as does their relationship to one another, 

but as we move from "The Fire and the Hearth" to "Pantaloon in Black" 

to the Isaac McCaslin chapters to "Go Down, Moses," we see a shift in 

the perspective of the examination of these themes. 

Although "Pantaloon in Black," the episode, and "Go Down, Moses," 

the coda, are part of the fugue-analog development, they are not the 

major sections of development. These major sections are "The Fire and 

the Hearth," which we shall label development (1), and "The Old People," 

"The Bear," and "Delta Autumn," all of which we shall label development 

( 2 ) .  
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In development (1), the thematic emphasis is on the black 

Lucas Beauchamp's decision and actions, whereas in development (2), 

the thematic emphasis is on the white Isaac McCaslin's decisions and 

actions. In development (1), the subject, the rejection of a life 

associated with love and understanding, and the countersubject, the 

acceptance of such a life and such values, enter primarily in relation 

to the black Beauchamp family. In development (2), subject and counter-

subject enter primarily through the examination of the various relation

ships of the white Isaac McCaslin. These examinations of the fugal 

themes reflect the two strata of this southern society. We are able to 

see, through the different perspectives of development (1) and develop

ment (2), that both blacks and whites are capable of rejecting or accept

ing love and understanding. 

Although both development (1) and development (2) present the 

fugue-analog themes, they lead to different thematic resolutions. In 

development (1), the subject dominates the first entry, whereas the 

countersubject dominates the final entry. Development (2) is reversed: 

the countersubject appears alone in the first entry, and the subject 

appears by itself in the last entry. 

We do not need to be concerned with the difference in length 

between the two sections of development, for there is no set length for 

the parts of a fugue's development. Nor is there any requirement that 

such parts in a single piece be of the same duration. 

Neither the complexity nor the thematic focus of "The Fire and 

the Hearth" is visible in the original stories, "A Point of Law," "Gold 



Is Not Always," and "Absolution," that served as a foundation for this 

section of Go Down, Moses. In order for Faulkner to make these stories 

into a coherent whole that fitted thematically into the rest of the novel, 

he had to make certain revisions in the text of all three. If we compare 

"A Point of Law" with the first part of "The Fire and the Hearth" (con

fusingly labeled as Chapter One), "Gold Is Not Always" with the second 

part (labeled Chapter Two), and "Absolution" with the third part 

(labeled Chapter Three), we can see the nature of these changes. These 

revisions were accomplished by rephrasing and by the addition of new 

material and are reflected in the difference between the word counts of 

the original stories and of the corresponding parts, Chapters One, Two, 

and Three, of "The Fire and the Hearth." 

"A Point of Law" runs approximately 6400 words, whereas Chapter 

One of "The Fire and the Hearth" runs around 14,500 words. "Absolution," 

4 
according to Harter, runs about 7725 words,, whereas Chapter Three of 

"The Fire and the Hearth" runs approximately 13,000 words. The differ

ence in word count between "Gold Is Not Always" and Chapter Two of "The 

Fire and the Hearth" is only 900 words. Faulkner did not have to add 

much material to "Gold Is Not Always" since this section is primarily a 

bridge between the first and third parts of "The Fire and the Hearth." 

Much of the rephrasing is stylistic. The syntax of the novel is 

more complex than that of the original stories, and this syntactic revi

sion makes "The Fire and the Hearth" much richer than any of the indi

vidual stories. Except for Klotz, who feels the revisions weakened the 

4. Harter, p. 56. 



5 
original pieces' vitality, critics have found "The Fire and the Hearth" 

stylistically superior to the separate magazine stories. 

Certain of these stylistic changes do have a function in advanc

ing the novel's themes, particularly Faulkner's altering the dialect of 

the black characters in the original stories to a more sophisticated one 

in the book. This change, especially in the case of Lucas, endows the 

blacks with more dignity, and this dignity makes the blacks appear not 

as stereotypic "niggers," but as people whose relationships must be 

taken seriously. Since the connection between the novel's characters 

and their families is the central factor in developing the subject and 

the countersubject, such a connection must not be weakened by the use of 

such stock characters as appear in the original stories. 

Such dialectal revision is one of the major sources of change 

in "Gold Is Not Always." In the story version, Lucas says, "Folks finds 

it [gold] all the time. Ain't I told you about them two strange white 

men that come in here after dark one night three years ago and dug up 

twenty-two thousand dollars and got out again before anybody even seed 

um? I seed the hole whar they had done filled it up again.In the 

novel, the passage reads, "Folks find it. Didn't I tell you about them 

two strange white men that come in here after dark that night three or 

four years ago and dug up twenty-two thousand dollars in a old churn and 

5. Klotz, p. 12. 

6. William Faulkner, "Gold Is Not Always," Atlantic Monthly, 
November 1940, p. 563. 



got out again before anybody even laid eyes on them? I saw the hole 

where they filled it up again" (pp. 79-80). 

"Ain't" is replaced by "didn't," "seed" by "saw," "urn" by "them, 

and "whar" by "where." These alterations change Lucas from the comic 

sharecropper of "A Point of Law," "Gold Is Not Always," and "Absolution" 

to the intelligent, dignified descendent of Carothers McCaslin of "The 

Fire and the Hearth" section of Go Down, Moses. 

One of the major additions to the novel is Lucas's family his

tory. In the original stories, he is merely a sharecropper living on 

Roth Edmonds' land. He does not even possess, as far as we know, a 

last name. In Go Down, Moses, he becomes one of the sons of Tomey's 

Turl and Tennie Beauchamp. This relationship makes him the grandson 

of Carothers McCaslin and an heir to the McCaslins' tragic history as 

well as coeval with Isaac McCaslin. The conflict between Roth Edmonds 

and Lucas Beauchamp becomes in the novel more than a mere struggle 

between a landlord and his tenant. It is a family struggle. As we 

discover, this struggle is linked to the subject since it arises out of 

Roth's rejection, as a child, of the Beauchamp family. 

The Lucas Beauchamp of Go Down, Moses is a proud man, and part 

of Lucas's pride comes from his being descended from Carothers McCaslin 

and from his being the oldest living McCaslin on the McCaslin plantation 

Faulkner reinforced Lucas's pride by adding new passages to "The Fire 

and the Hearth." The majority of these additions are to be found in 

Chapter One of "The Fire and the Hearth," the section derived from "A 
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Point of Law." Seventy-seven of the original story's one hundred and 

fifteen paragraphs reveal changes and additions in Go Down, Moses. 

Chapters Three of "The Fire and the Hearth" has fully as many changes, 

but they deal most directly with revelations about Roth Edmonds' past 

and character rather than with Lucas. 

If we examine certain sections in both "A Point of Law" and 

Go Down, Moses, we see this additional material serving to show Lucas's 

pride. In "A Point of Law," Lucas goes to tell Roth about George Wil-

kins' still : "when he [Lucas] reached the big house, he didn't mount 

the steps. Instead he stood on the ground rapping on the edge of the 

veranda with his knuckles until Edmonds came to the door."^ In Go Down, 

Moses, 

he approached the house He didn't go around to the back, 
the kitchen door. He had done that only one time since the 
present Edmonds was born; he would never do it again as long 
as he lived. Neither did he mount the steps. Instead he 
stopped in the darkness beside the galle,ry and rapped with 
his knuckles on the edge of it until the white man came up 
the hall (pp. 44-45) (italics mine). 

The new material, shown in the italics, provides not only more 

description of Lucas's behavioral patterns, but also a hint of his moti

vations. Both Lucas's behavior and motivations are based on his pride 

in himself, and his pride will not allow him to conform to the expected 

behavior of a black by going to the back of the house. The Lucas of "A 

Point of Law" shows no such rebellion. As we shall see, Lucas's pride 

7. William Faulkner, "A Point of Law," Collier's, 22 June 1940, 
p. 20. 



82 

threatens his own family, and the actions it causes result in the entry 

of the subject in development (1). 

Some evidence exists that Faulkner originally meant Lucas to be 

less like the comic sharecropper found in "A Point of Law" and "Gold Is 

Not Always" and more like the proud, dignified man of Go Down, Moses. 

In both of these stories, there are description of Lucas that fit the 

novel character better than the short story character. In "A Point of 

Law," "the face [of Lucas] which Edmonds saw was absolutely blank, 
O 

impenetrable." IN "Gold Is Now Always," "the face [of Lucas] ... was 

not sober and not grave but wore no expression whatever. It was abso-

9 
lutely impenetrable." Both passages were incorporated into "The Fire 

and the Hearth" without change. 

According to Early, a passage that appeared in the novel was 

originally inserted in "A Point of Law," but it was removed before the 

story's publication in Collier's, possibly because it did not fit the 

story's tone.^ The passage shows Edmonds' feeling of inferiority when 

he is in Lucas's presence: 

yet still the face [of Lucas] which Edmonds saw was absolutely 
blank, impenetrable. Even the eyes appeared to have nothing 
behind them. He thought, and not for the first time: I am not 
only looking at a_ face older than mine and which has seen and 
winnowed more, but at ja man most of whose blood was pure ten 
thousand years when my own anonymous beginnings became mixed 
enough to produce me (p. 71). 

8. Faulkner, "A Point of Law," p. 30. 

9. Faulkner, "Gold Is Not Always," p. 570. 

10. Early, p. 9. 



Faulkner apparently had more ambitions for the character of 

Lucas and for the scope of the stories than actually reaches print in 

Collier's and The Atlantic Monthly. As Early observes, such ambitions 

would explain why 

from the first [of "A Point of Law" and "Gold Is Not Always"], 
Lucas had a vitality and complexity of personality unrelated 
to the triviality of the events in which he was involved. 
His considerable wealth was related to his actions in "A 
Point of Law," but his prickly independence and his impene
trable dignity seemed unnecessary to the plot.11 

We would be mistaken in viewing the Lucas of the stories to be 

as dignified as the Lucas of the novel, but still he does have dimen

sions that do not quite jibe with his purely comic role in the original 

pieces. Partially, because of these characteristics, Faulkner did not have 

to revise "Gold Is Not Always" to any great extent. Faulkner was able 

to tie the events in this story to those of "A Point of Law" by adding 

a passage to Chapter One of "The Fire and the Hearth" in which Lucas 

discovers a gold coin while burying his whiskey still. The machina

tions of the Lucas of "Gold Is Not Always" fit well with the character 

of Lucas that Faulkner constructed through his revisions of "A Point 

of Law." They fit so well that nothing was required except some re

phrasing and the addition of one or two descriptive passages. 

Of the 8100 new words that Faulkner added to "A Point of Law," 

in order to convert it into Chapter One of "The Fire and the Hearth," 

4500 of them, more than half, are devoted to the confrontation between 

Zack Edmonds and Lucas. This confrontation arises from Lucas's need to 

11. Early, p. 9. 



protect his own honor and that of his wife and family. Through the 

course of this episode, Lucas's refusal to relinquish Molly develops 

the countersubject and then, as his pride comes to dominate his motives, 

his actions present the subject. 

In this new material, Faulkner also develops the symbol of the 

fire and the hearth, which represents the family and, therefore, the 

acceptance of the values of love and understanding, the countersubject. 

Both the fire and the hearth are described very briefly in "A Point of 

Law": "His [Lucas's] house was dark save for the faint glow among the 

ashes in the room where he and his wife slept--the fire which he had lit 

on the hearth when he moved into the house forty-five years ago and 

12 
which had burned ever since." 

In the story, however, the symbol of the fire and the hearth is 

mentioned only this once. The brief appearance of this symbol in "A 

Point of Law" may be another indication that Faulkner had more ambitions 

for these original stories than is readily apparent on a first or even 

second reading. 

The unpublished "Absolution," like "A Point of Law" and "Gold 

Is Not Always," has a relatively simple storyline and is primarily 

13 humorous in intent. It required fairly extensive revisions and addi

tions to convert it into Chapter Three of "The Fire and the Hearth." 

The majority of these changes concern the relationship between Molly 

12. Faulkner, "A Point of Law," p. 20. 

13. Blotner, Faulkner, p. 1078; Creiqhton, p. 108; and Klotz, 
p. 11. 



85 

Beauchamp and Roth Edmonds. As Creighton Explains, in "Absolution," 

Molly is merely the wife of Lucas, who possesses for the first time a 

name and whom Edmonds has only seen rarely in years "and that only from 

14 a distance when he would chance to pass Lucas' house on his mare." 

This story has no flashback concerning Edmonds' childhood nor any 

15 
reference to the McCaslins. 

Yet, even in this early version of the story, the "'tragic 

16 
complexity' of the white man's motherless childhood" is mentioned. 

Faulkner, apparently, saw the possibility early of entangling Molly 

with Roth's childhood, for in the margin of the typescript of "Absolu

tion," he wrote, "Mollie [sic]. Wet nurse and doctor, mother died. 

High water. Doctor delayed."^ Roth's memory of his being raised by 

Molly and his eventual repudiation of her present two of the entries of 

the countersubject and subject respectively. All of Edmonds' concern 

for Molly, a concern that develops one entry of the countersubject, as 

18 
well as the increased depth of Molly's character were acced by Faulkner. 

In order to insure a consistent conflict between Edmonds and 

Lucas, Faulkner removed at least one passage from "Absolution" that 

hinted at a relationship similar to the one between Sam Fathers and Isaac 

McCaslin: "It was Lucas who had gone with him [Edmonds] when he first 

14. Creighton, p. 108. 

15. Klotz, p. 11. 

16. Early, p. 8. 

17. Blotner, Faulkner, p. 1078; Early, p. 8. 

18. Creighton, pp. 108-109; Harter, p. 81. 
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began to ride a horse ... it was Lucas who had walked slightly behind 

19 
him when he took a man-sized gun afield." 

Although such a failed intimacy would have made a good contrast 

with the Isaac McCaslin-Sam Fathers relationship in development (2), it 

would have been out of character for Lucas Beauchamp. Lucas feels no 

closeness toward any of his white kin except those who are dead. As he 

is shown in the first part of "The Fire and the Hearth," Lucas is a man 

of pride and dignity as well as a man given to the same temptations that 

consistently plague his white relatives. These characteristics are what 

drive Lucas and are directly responsible for his actions that, at times, 

develop entries of the subject and, at other times, entries of the 

countersubject. Lucas's attributes are more important to the thematic 

development than any reverse comparison with Sam Fathers. 

Throughout all of these changes, Faulkner retained the humor 

of the original stories. Although he did rephrase much of the material 

he employed from these stories, he made no substantial alterations in 

their humor except for the dialectal shift in Lucas's speech, necessary 

to eliminate the Stepin' Fetchit image seen in "A Point of Law" and "Gold 

Is Not Always." The tone of "The Fire and the Hearth" is only semi-

humorous since all of the material Faulkner added is somber and serious, 

but the humor in development (1) provides an excellent tonal link with 

the exposition, "Was." It is almost as though Go Down, Moses were 

indeed a musical composition rather than an analog of one. 

19. Creighton, p. 111. 



Since Faulkner kept the basic storyline to be found in the 

original stories when incorporating them into "The Fire and the Hearth, 

he would have found it difficult to remove the humor because it is such 

an integral part of the plots of these stories. Nor was there any 

reason to eliminate it. Both Lucas's scheme to save his moonshining 

business by sending George Wilkins to jail and his indecision about 

whether or not to retain the metal detector and grant Molly a divorce 

well suit the fugue-analog development. Both plot elements easily 

contribute to the study of the choices that must be made in the accept

ance or rejection of love and understanding. 

Go Down, Moses, of course, has little further humor, and in a 

conventional novel, such unevenness of tone would be considered a fault 

In this work, however, humor is merely one of the methods used to ela

borate on the themes in development (1). If Faulkner does not use it 

in development (2), he probably felt it was inappropriate. As we have 

seen, in the fugue, specific techniques used in developing themes in 

one section of development need not be used in any other section. 

Faulkner's use of humor in "The Fire and the Hearth" corresponds to 

this convention. 

One of the major results of these revisions from stories to 

novel is the creation of the characters' familial relationships, upon 

which entries of the subject and countersubject depend. The actions 

of characters who refuse to join successful families, who are members 

of unsuccessful ones, or who have no families at all present the 



subject. Such characters have few, if any, children and display little 

or no love and understanding of others. The actions of characters who 

struggle to establish or to maintain a successful family develop the 

countersubject. These characters generally have many children, and they 

display love and understanding of others. 

Development (1) has one unsuccessful family, the white Edmondses, 

and two successful ones, the Beauchamps and the Wilkinses, both black. 

Actions that threaten or preserve the Beauchamp family, however, are the 

major elements presenting the various entries of the subject and counter-

subject. 

In development (1), familial connections do not exclusively 

determine a character's relation to subject or countersubject. Lucas, 

although a member of a successful family, the Beauchamps, is often asso

ciated with the subject, whereas Roth, a member of an unsuccessful 

family, is occasionally connected with the countersubject. 

The entrance of subject and countersubject in development (1) 

is more varied than in the exposition. Not every appearance of the 

subject is accompanied by the countersubject, nor every appearance of 

the countersubject by the subject. The two can and do appear alone. 

In the exposition, the subject dominated the countersubject in every 

entry. In development (1), the countersubject will, in places, dominate 

the subject. 

Although there are nine entries, the subject and countersubject 

each appear eight times in the course of development (1). Figure 4 



Entry 1 Entry 2 Entry 3 

Subject Countersubject Subject 

Countersubject Subject Countersubject 

Entry 4 Entry 5 Entry 6 

Countersubject Subject Countersubject 

Subject — — 

Entry 7 Entry 8 Entry 9 

Subject Countersubject Countersubject 

Countersubject Subject Subject 

Figure 4. Schematic of "The Fire and the Hearth," 
development (1). 

shows the schematic for development (1); the dominant fugal element is 

placed at the top of each entry. 

At the beginning of development (l).j Lucas Beauchamp plans to 

save his moonshining business and then protect his search for gold by 

sending George Wi1 kins to prison. This plan and the attitudes Lucas 

reveals result in the subject's first entrance. The desire of Nat, 

Lucas's daughter, and George Wi1 kins to marry presents the counter-

subject's first appearance. The subject is very strong in this first 

entry, and it almost obscures the more mute countersubject. The divi

sion between the first and second entries is the beginning of the ini

tial flashback concerning Roth Edmonds' birth. 
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Like Tomey's Turl in the exposition, Lucas shows his intelli

gence and determination in achieving his goals, whether they be elimi

nating his business competitor, George Wilkins, or acquiring the metal 

detector. Lucas uses his knowledge of his society and of the people 

surrounding him to his advantages: although he knows he cannot simply 

tell the sheriff about George's still, he does know he can manipulate 

Roth Edmonds to do so. 

Unlike Turl, Lucas does not often use this intelligent determi

nation for his family's benefit. In the first entry, Lucas's efforts 

are directed toward saving a business he does not need: "it was not the 

loss of revenue. He ... already had more money in the bank now than he 

would ever spend" (p. 33). When he discovers the gold coin, he shifts 

the focus of the plan from his moonshining to the search for gold. The 

final result of his scheme, the jailing of George, does not alter. 

If Lucas succeeds, he will have destroyed the impending marriage of 

Nat and George. Any actions by a character that endangers a potentially 

viable family advance the subject. 

In this first part of development (1), Lucas reveals two of 

his basic faults, indifference to others and greed. These faults, at 

this point, and later in "The Fire and the Hearth," lead Lucas into 

actions that threaten successful or potentially successful families. 

Lucas's faults fit well with the fugue-analog subject since 

they reveal a problem in love and understanding, and both these faults 

appear consistently throughout development (1) in relation to the sub

ject. 



Except for Molly, Henry, and Nat, Lucas shows little interest 

in the welfare or problems of others. His attitude toward Roth Edmonds 

and the metal detector salesman is understandable since they represent 

the white community that refuses to see him as an intelligent human 

being; rather, they insist that he is nothing but a "nigger." 

Roth is also a living reminder of the whole unpleasant incident 

of Molly and Zack. It is Roth's physical presence that triggers Lucas' 

memory of the episode: "He [Roth] came out ... forth-three years old . 

Lucas did not have to remember that. He would never forget it [Roth's 

birth and the subsequent events]" (p. 45). 

No matter how unfair it may be, Lucas will always resent Roth 

for the memories associated with the younger man. He will continue to 

see Edmonds merely as a method for achieving his ends, whether they be 

the jailing of George or the purchase of the metal detector. 

If Lucas does not share Turl's concern for his white relatives, 

he is guilty of being no more than human. Such a lapse, although part 

of the subject's development, would be mitigated if Lucas revealed a 

deep and abiding concern for other blacks. Lucas, however, treats 

George Wilkins no better than he does any of the white characters in 

development (1), and his callous attitude toward George is a major 

element contributing to the subject's first entrance. 

Lucas appears at first to have a rational reason behind his 

plan to rid himself of George and George's still: He [Lucas] wasn't 

afraid that George would cut into his established trade ... But George 



Wilkins was a fool innocent of discretion, who sooner or later would be 

caught, whereupon for the next ten years every bush on the Edmonds 

place would have a deputy sheriff squatting behind it" (p. 35). If we 

ignored the fact that Lucas's plan would seem to lead logically to the 

very result he fears above, we might feel his intentions to be appro

priate for a rival in an illegal business. 

George is more than just Lucas's inept business rival since he 

is interested in marrying Lucas's daughter, Nat. Lucas is not only 

aware of George's desire, he approves: "he [Lucas] would just as soon 

Nat married George as anyone else, sooner than most of the nigger bucks 

he knew" (p. 34). 

We find it hard to reconcile such a feeling with Lucas's cold

blooded scheme to see George in prison. Such a contradiction implies 

that Lucas sees other people as objects to be treated as circumstances, 

not as emotions, dictate. While George sticks to "the land which Edmonds 

had alloted him" (p. 34), he provides a convenient disposition for Nat. 

When he becomes a danger to Lucas's business, whose profits Lucas does 

not need, he must be eliminated from Lucas's life. Talking to George, 

possibly making him a partner, does not occur to Lucas. 

Even if Lucas feels no compulsion to save George from his own 

foolishness, he should wish to save George for Nat's sake. Certainly 

Lucas does not seem indifferent to Nat and her problems. After her 

marriage, he is obviously concerned about her future: "she was too young 

to be married and face all the troubles which married peopld had to get 

through" (p. 73). 



Lucas is aware that Nat cares for George, for he does not ask 

her to help him hide his still because "to let her get any inkling of 

what he was about, he might just as well have asked George Wilkins him

self to help him hide the still" (p. 34). Even with his knowledge of 

Nat's feelings for George and even with his concern for her, however, 

Lucas cannot place her interests and needs above his own. 

Lucas's self-interest in ridding himself of George blinds him 

to the desires of both George and Nat as well as endangering a poten

tially viable family. We must see Lucas, therefore, in the first entry 

as contributing to the subject's presentation, for he neither displays 

any love nor any understanding of others' needs. 

Lucas's self-interest openly manifests itself as greed in this 

first part of development (1). Lucas discovers a gold coin while bury

ing his still. This discovery merely reinforces his intention to rid 

himself of George, no matter what the cost to anyone else, even to his 

own daughter. The rationale underlying Lucas's plan may have changed, 

but the need for Lucas to sacrifice Nat and George's family remains the 

same. Thus, Lucas's actions continue the presentation of the subject's 

first entrance. 

Lucas is even warned against his plan to jail George and against 

his obsession in the hunt for the gold. While he is concealing his 

still in the Indian mound, "the entire overhand sloughed," "striking 

him a final ... blow ... a blow not vicious so much as merely heavy-

handed, a sort of final admonitory pat" (p. 38). This warning, this 
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admonition goes unheeded by Lucas. In addition to acting as a fore

shadowing of the failure of Lucas to rid himself of George, it also is 

a forewarning of the trouble Lucas will raise between himself and Molly 

in the third part of "The Fire and the Hearth." 

Counterpointed to this entrance of the subject is the first 

appearance of the countersubject presented through Nat and George's 

desire to marry. Their determination is seen only faintly in Lucas's 

realization that Nat will help George before she will help Lucas. Nat's 

implied rebellion against her father reveals her determination to form 

a family, a sure sign in this novel of the acceptance of love and 

understanding. Faulkner gives us only a few notes of the countersub

ject to remind us that it does exist and that it will appear in 

development (1). 

If, in the first entry, the countersubject makes only the brief

est of appearances, it dominates the second^entry, which emphasizes 

Lucas's successful defense of the Beauchamp family from Zach Edmonds. 

The nature of the Beauchamp family and Lucas's commitment to that family 

develop this second entrance of the countersubject. The threat Zach 

Edmonds poses to the Beauchamps and his apparent lack of interest in 

his wife's death present the second appearance of the subject. The 

second entry of the fugue-analog ends with the return of Molly, approxi

mately one-third of the way through the flashback, whose beginning 

marks the start of this entry. 

Zack's threat to the Beauchamps and Lucas's defense of that 

family develop the subject and countersubject respectively only if the 



Beauchamps are a successful family. If we examine the Beauchamps, we 

find that they are such a family. They are not barren since Lucas and 

Molly have at least three children, Nat, Henry, and the mother of 

Samuel Worsham Beauchamp. Also, Molly accepts the young Roth, giving 

him the love he would otherwise be denied since his mother is dead. 

The Beauchamps are capable of extending their family to include 

a child who needs one of his own because he has none in his own home. 

They are not concerned that Roth is white and liable to fall prey, as he 

does, to the prejudices of the white community. 

In Go Down, Moses, the children of a successful family do not 

have to be the progeny of the parent of that family. They may be 

adopted. They must, however, be accepted as a part of that family, 

sharing in its love and in its identity. Such an extension of the 

family and such acceptance of the outsider are expressions of love and 

help develop the countersubject. They are also more than Isaac McCaslin 

can bring himself to do for the granddaughter of his black cousin, James 

Beauchamp, in "Delta Autumn." Of all the white characters in the novel, 

only Miss Worsham proves capable of such an extension of the family. 

Additionally, in development (1), the major symbol of the suc

cessful family and of family solidity, the fire and the hearth, is 

associated only with Lucas and Molly. The only fire and hearth mentioned 

in this section of the novel is in their cabin and is linked directly 

to their marriage. Lucas had built the fire, "which was to burn on the 

hearth until neither he nor Molly were left to feed it" (p. 47), "on 



their wedding day and ... [it] had burned ever since" (p. 46). When 

Lucas, in his despair, almost gives Molly up to Zack Edmonds, he nearly 

douses the fire, thus symbolically destroying the relationship: 

one night he [Lucas] cauught himself standing over it [the fire], 
furious, bursting, blind, the cedar water bucket already poised 
until he caught himself and set the bucket back on the shelf, 
still shaking, unable to remember taking the bucket up even-
then he said: "I reckon you [Zack] thought I wouldn't take her 
back, didn't you?" (p. 47). 

By "keeping alive [the fire] on the hearth" (p. 46), Lucas preserves the 

values of the family. 

The combination of the fire and the hearth makes an excellent 

symbol for the values of love and understanding that the successful 

family represents. Its presence is a major element in the presentation 

of the countersubject not only in entry two, but in the rest of develop

ment (1) as well as the remainder of the novel. 

Fire is a traditional image for passion and love, and the hearth, 

with its connotations of domesticity and security, tempers this symbol 

of fire. The fire, combined with the hearth, then becomes not the symbol 

of young lovers, but rather the symbol of the more steadfast, lasting 

love of mature lovers, in this instance, husband and wife. Such a love 

is not easily destroyed. Faulkner's symbol implies nothing quick or 

explosive, it represents a stable, deep emotion: "it [the hearth] was 

hot, not scorching, searing, but possessing a slow, deep solidity of 

heat, a condensation of the two years during which the fire had burned 

constantly above it, a condensation not of fire but of time, as though 
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riot the fire's dying and not even water would cool it but only time 

would" (p. 51). 

By accepting these values of love and understanding, repre

sented by the fire and the hearth„ the individual family members are 

involved in a relationship that is difficult, if not impossible, to 

destroy. Roth Edmonds finds that, before he rejects the Beauchamp 

family as a child, "the hearth on which even in summer a little fire 

always burned" centers "the life in it, to his own" (p. 110). We are 

not surprised that Lucas who spends forty years as a member of this 

family, represented by the fire and the hearth, cannot abandon his family 

in the end for his gold mania. 

The second entrance of the subject appears when Zack brings 

Molly into his house, rupturing the Beauchamps1 family unity. Lucas, 

unsure of just how to react to Zack's action, almost allows the rupture 

to become permanent. 

A second element in the development of the subject in this entry 

is the implied emotional vacuity of the Edmonds family. Zack appears 

curiously unaffected by the death of his wife. As Lucas observes on his 

return with the doctor, "it was as though the white woman ... had never 

existed" (p. 46). Zack displays no hint of grief nor do we see any 

evidence of an emotional attachment to the dead woman on his part. 

Likewise, the concept of the family appears to mean little to 

Zack. He apparently never remarries, for Molly is "the only mother he 

LRoth] ever knew" (pp. 99-100). Perhaps, having produced a single son, 



98 

Zack feels his biological need to reproduce satisfied: once he has the 

boy, he can dispense with the family. Such an attitude does not lead 

to a successful family and contributes to the fugue-analog's subject. 

Lucas's mounting rage at Molly's absence is in contrast to 

Zack's detachment at the death of his wife. Even when Lucas almost 

dissolves the marriage by putting out the fire on the hearth, he is so 

obviously emotionally attached to his wife and family that his actions 

develop the countersubject. The members of a successful family must not 

only care for one another, but must actively desire to be with one another. 

We cannot know, any more than can Lucas, whether or not Zack has 

taken Molly as a mistress as well as a substitute mother for his son. 

Although the shadow of adultery haunts Lucas and appears to threaten 

his marriage and family, it is only a part of the initial threat to the 

Beauchamp family. 

The other danger posed by Zack Edmonds' appropriation of Molly 

is more subtle. It is the physical separation of Lucas and Molly. When 

Lucas returns with the doctor, he finds "his own wife already established 

in the white man's house" (p. 46). Lucas is "living alone" (p. 46), 

"himself alone keeping alive the fire" (p. 47). 

The villian then is distance, for a family in this novel must be 

together in order to survive. In the exposition, "Was," Turl and Tennie 

must find some way to bridge the physical distance between them to estab

lish their family. In the same section, the obvious emotional distance 

between Buck McCaslin and Sophonsiba Beauchamp seems unbridgeable, and 



at least in "Was," they fail to form a family. In the coda, "Go Down, 

Moses," Gavin Stevens fails to understand why Molly Beauchamp wishes 

to bring the body of her grandson, a murderer, home. So, although 

Lucas does not consciously recognize the real reason he confronts Zack 

and forces Edmonds to send Molly home, he does so to bridge the physical 

distance in order that his family can be whole once more. 

This active role that Lucas plays in reuniting his family as 

well as his open desire to have Molly back presents the countersubject 

in the second entry of development (1). His demand of Zack is fairly 

unique since it requires Lucas to break publicly with the standards 

for black behavior. Even Lucas, as independent as he proves to be, 

almost allows Zack to destroy the Beauchamp family. Lucas's need for 

the family, however, is strong enough for him to confront Zack and to 

win his family back. This dependence and the resulting success it 

brings Lucas in his dealing with Zack are important elements contribu

ting to the countersubject. 

The third entry of the subject and the countersubject begins 

with Molly's return to Lucas and ends with the conclusion of the 

flashback. Again, the subject dominates and is developed through the 

threat Lucas comes to pose to his own family. The final acceptance 

by Lucas of Molly's duty to the infant Roth develops the countersubject. 

Lucas cannot simply accept Molly's return as an end to this 

incident, for Lucas is not merely motivated by a desire to save his 

family. He is also motivated by pride. Pride is the third of Lucas's 
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major faults, and like the first two, greed and indifference to others, 

it leads him into actions that present the fugue subject. 

In entry three of development (1), Lucas's pride drives him to 

attempt to kill Zack Edmonds. Even after Molly has returned, Lucas 

feels that he cannot have his family back until he has made Zack pay 

for his effrontery: "Maybe when he got old he would become resigned to 

it [Zack's supposed insult to Lucas]. But he knew he would never, not 

even if he got to be a hundred I will have to kill him, he thought" 

(p. 48). 

Lucas has been humiliated, and his only solution is to kill Zack, 

restoring the honor and the integrity of the Beauchamp family. To do 

otherwise for Lucas would be a victory for Zack and public disgrace for 

himsel f: "rt would be 1 ike X had done said aloud to the whole world 

that he never sent her back because X told him to but he give her back to 

me because he was tired of her" (p. 49). 

His anger is fueled by the presence of Zack's son in the Beau-

champ cabin and by Molly's wearing the shoes of Zack's late wife. His 

lack of understanding of Roth's needs and of Molly's natural desire for 

shoes and clothing that are undoubtedly better than her own heightens 

the development of the subject. 

The external threat has now become an internal threat, for the 

family is in no danger from Zack Edmonds, but rather from Lucas. If 

Lucas does nothing, he ruins the family, for his own anger and injured 

pride will likely turn on Molly and serve to tear apart their marriage. 
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If he takes action, then he will rupture the family with his death. 

Whether or not Molly or his children could thrive after Lucas's death 

does not change the fact that, without him, whatever remains becomes a 

new family. 

Lucas has created a dilemma for which all apparent solutions 

lead to the destruction of the Beauchamp family. Even Zack Edmonds' 

threat was not so all-inclusive. 

Lucas is at fault here since his actions will not benefit Molly 

or his own son. Lucas's pride, however, is more important to him than 

his family as can be seen in his readiness to sacrifice it to ease his 

personal humiliation. In order to develop the countersubject, a charac

ter must be willing to sacrifice everything else for the family. Lucas, 

in doing just the opposite, completely associates his actions in the 

third entry of development (1) with the subject. Such obsession with 

self is not commensurate with love and understanding which require that 

a person be aware and be solicitous of others, particularly those 

closest to him. 

Chance alone saves Lucas and his family. He achieves his desire 

for revenge without throwing his life away, for when he aims the pistol 

at Zack, the cartridge misfires. Since the intent is there and since 

Zack recognizes that intent, his failure to kill Zack does not lessen 

Lucas's sense of satisfaction. 

Although the family is saved from Lucas's dangerous pride, it is 

saved not through Lucas's actions. This failure on Lucas's part to 
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place the family above his own pride is further material for the sub

ject's presentation. 

The countersubject makes only a brief third appearance at the 

end of this entry. Both the external and internal threats have disap

peared, for Molly has returned to tend the fire on the hearth and has put 

aside Zack Edmonds' gifts: "the supper which she would leave on the 

hearth for him But she didn't wear the white woman's shoes now and 

her dress was the same shapelss faded calico she had worn" (p. 58). 

Lucas has accepted the need for Molly's ministrations of the 

baby Roth, an action that increases the family's size from two to four: 

he [Lucas] said. "Can you tote them both [Roth and Henry] 
all right? 

"I reckon I can I'll come back out when I gets them 
to sleep." 

"I reckon you better put your time on them," he said (p. 
59). 

In these actions, Molly and Lucas both demonstrate their under

standing of and need for the other. They are actively trying to keep 

their family together, and this effort sounds the note of the counter-

subject in this third entry of development (1). 

The conclusion of the flashback and the plotline's return to 

the story's present mark the beginning of the fourth entry of develop

ment (1). This entry ends with Chapter One of "The Fire and the Hearth." 

Lucas's plan to send George to jail causes Lucas's separation from his 

family. Although Lucas eventually helps George and Nat marry, he does 

so for the wrong reason. All of these elements help to introduce the 

subject in this entry. 
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George and Nat's efforts to save George from prison so that 

they can marry presents the fourth entrance of the countersubject. 

Although the countersubject is strong in this segment of development 

(1), it is not the dominant element since the actions of the main pro

tagonist of "The Fire and the Hearth," Lucas, are associated with the 

subject. 

Lucas's plans for George unintentionally, but effectively, split 

the Beauchamp family. Nat must choose between her father and her lover, 

and in forcing her to side with the latter, Lucas has created another 

threat to his family. 

This split does not represent an emotional distancing as does 

the later problem between Molly and Lucas over the hunt for gold. Nat 

does not wish her father harm: "we [Nat and George] never aimed to get 

you [Lucas] into no trouble" (p. 67). Still, her actions, directly 

caused by Lucas's own, threaten to separate .Lucas physically from his 

family as well as to prevent her marriage to George. 

Lucas has set into motion then a series of events that promise 

to increase distance between the members of the Beauchamp family and 

between the members of the potential Wilkins family since both he and 

George are in danger of going to the state penitentiary. As we saw 

in the exposition and in entry two of development (1), distance must be 

overcome in the establishment or maintenance of the successful family. 

For a character to increase that distance between himself and others is 

to promote actions that develop the subject. Such is the result of 
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Lucas's plan, and the trouble caused both the Beauchamp family and Nat 

and George by Nat's response to Lucas's scheme provides one of the major 

elements of this fourth entrance of the subject. 

A second major element contributing to the subject in this entry 

is Lucas's motive for eventually seeing Nat and George married. Initi

ally, by his resistance to their marriage, Lucas is cast into much the 

same role as Buck and Buddy in their resistance to the marriage of Turl 

and Tennie. Even when Lucas consents to Nat and George's marriage, he 

is not doing so because he wants to encourage a potentially successful 

family, but because he realizes that it is the only way to keep himself 

out of prison. George and Nat's needs are of no more importance to 

Lucas than they were before Nat's interference. The circumstances now 

dictate that George stays out of jail and that he marries Nat. Since 

Lucas's motives are the wrong ones, according to the standards of this 

novel, they and his actions develop the subject further. Self-interest 

is not the basis for love and understanding of others. 

Counterpointed to this presentation of the subject's fourth 

entrance is the desire by Nat and George to form their family despite 

Lucas's obstruction. Both George and Nat actively want to marry and 

have children. Although Nat's plan--"it uz mostly Nat's" (p. 67)--is 

not well conceived, the purpose behind it is to force Lucas into allow

ing them to marry: "She [Nat] say ifn we took and fotch that kettle 

from whar you and Mister Roth told them shurfs it was and you would find 

it setting on yo back porch, maybe when we offered to help you get shet 
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of it fo they got here, yo mind might change about loandin us the 

money to--I mean to leffen us get married (pp. 67-68). 

Here, as in "Was," we see another couple struggling to establish 

a family, and in this part of development (1), as it was for Tennie and 

Turl in the exposition, the struggle is successful. Nat and George's 

refusal to give up their marriage and their eventual family is the major 

element in presenting the fourth entry of the countersubject. 

Entry five of development (1) commences with Chapter Two of 

"The Fire and the Hearth" and concludes with the beginning of the flash

back in Chapter Three of development (1). Only the subject enters this 

section. The storyline returns to Lucas's search for gold, and this 

quest along with its role in making Molly seek a divorce contributes to 

the subject's presentation. 

Lucas again uses his intelligence and determination to achieve 

the wrong goal. Although his machinations in obtaining the metal 

detector may reveal his ability to manipulate others, they do not help 

him keep his family intact. 

At no time in Chapter Two of "The Fire and the Hearth" are Molly 

or Nat mentioned. It is as though both the old Beauchamp family and the 

new Wilkins family have ceased to exist. Such an exaggerated absence 

of references to the family groups merely serves to emphasize that 

Lucas's obsession leaves no room for anything else--wife, daughter, love, 

or understanding. 

In his overriding greed, Lucas forgets the importance of his 

family. His self-interest has already led him to disregard the needs 
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of Nat arid George, and it leads him now into disregarding the needs of 

Molly. 

The gold by itself is no threat. Lucas's desire to find it 

presents the danger. Such a desire is ridiculous since Lucas has, accord

ing to Roth Edmonds, three thousand dollars in the bank. Lucas has little 

need of money since hs has no real expenses, and his cabin, equipment, 

and food are paid for by his farming. 

Lucas will risk ruining his marriage partially to satisfy his 

greed. In his willingness to throw away family for money, Lucas for 

the third time becomes a threat to his own family. As in entries three 

and four of development (1), his actions develop the subject since it 

is his obsession to find the gold that causes Molly to ask for a divorce. 

The beginning of the flashback showing Roth's childhood relations 

with the Beauchamps divides entry five from entry six. Roth's sudden 

sensitivity to his being white and the Beauchamps being black marks the 

division between entry six and entry seven. In the sixth entry of develop

ment (1), only the countersubject appears, and it is presented through 

Roth's memories of being a part of Lucas and Molly's family. 

Until he is seven, Roth is willingly and gladly part of the 

Beauchamp family. He sees and accepts Molly as his mother and the Beau-

champ house as his home: 

One day he [Roth] knew, without wondering or remembering when 
or how he had learned that either, that the black woman was 
not his mother, and did not regret it; he know that his own 
mother was dead and did not grieve. There was still the black 
woman, constant, steadfast, and the black man of whom he saw 
as much and even more than of his own father, and the negro's 
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house, the strong warm negro smell, the night-time hearth and 
the fire even in summer on it, which he still preferred to 
his own (pp. 110-111). 

Roth's acceptance of this family promotes the countersubject. 

For the one and only time in his life, Roth is a member of a successful 

family, and this period of his life is the only one in which he appears 

happy. 

He does not, however, long accept the Beauchamps as his family, 

and his rejection of them and, consequently, of their values presents 

the subject in the seventh entry. 

The subject is muted in this entry since Roth's decision is not 

strictly a product of his own mind, but is a product arising out of the 

society in which he lives. We cannot expect a seven year old boy to 

withstand societal pressure. 

Still, Roth does repudiate the Beauchamps, his only family, and, 

in doing so, substitutes hatred and bigotry for love and understanding: 

"the old curse of his fathers, the old haughty ancestral pride based not 

on any value but on accident of geography, stemmed not from courage and 

honor but from wrong and shame, descended to him" (p. 111). 

The rejection is not merely of the Beauchamp family, but of any 

family. He has no other family to enter. Zack Edmonds can offer him 

nothing. As we have seen, Zack makes no attempt to form a new family. 

Roth's very life comes to represent the rejection of the family 

and the values of the family, for he is "a bachelor, forty-three years 

old" (p. 45). Like Buck and Buddy McCaslin in "Was," Roth at the time 
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of the events in development (1) is and has always been unmarried. 

Roth does not even have the pseudo-marriage that Buck and Buddy possess, 

nor does he exert any influence over a child as Buck and Buddy do with 

Cass Edmonds. He refuses his one chance at forming a family in "Delta 

Autumn." Roth's life is barren, devoid of the opportunities to find and 

to hold the values of love and understanding. His rejection of the 

Beauchamps tragically insures the course of his life, and in so doing, 

his action presents the fugue-analog subject. 

In entry seven of development (1), the countersubject makes a 

brief appearance. The Beauchamps continus living harmoniously despite 

Roth's rejection of them. Roth is ashamed to be one of them, but they 

are not ashamed of themselves or their family: "I [Henry] aint shamed 

of nobody Not even me" (p. 114). Their acceptance of each other is 

the mark of the successful family, and the successful family is the key

note of the countersubject in Go Down, Moses. 

The end of the flashback signals the beginning of entry eight, 

which ends with Lucas's inability to complete the divorce. The subject 

enters through Lucas's initial refusal to give up the hunt for the 

gold. In this entry, the countersubject dominates since Lucas does even

tually give up the gold for his family. Two additional elements contri

buting to the countersubject's presentation are Roth's sincere desire 

to see the Beauchamp marriage saved and the symbol of the fire and the 

hearth. 

Although Lucas's insistence on continuing to search for the gold 

partially derives from his greed, it also derives from his pride. He is 
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too proud to submit to Molly's needs. He sees such submission as an 

admission of weakness since, as Lucas says, "I'm the man here. I'm the 

one to say in my house, like you [Roth] and your paw and his paw were 

the one to say in his" (p. 120). 

In order to give up the metal detector and the gold, Lucas 

would have to go against his own ingrained prejudices, his contempt of 

men who are influenced by women. His disapproval of the Edmonses comes 

from their being related to Carothers McCaslin through a daughter rather 

than a son: "what you [Zack Edmonds] and your pa [Cass Edmonds] got 

from old Carothers had to come to you through a woman--a critter not 

responsible like men are responsible, not to be held like men are held" 

(p. 52). 

Again, Lucas's pride has placed the integrity of his family in 

danger. If it were not for this pride, Lucas, an intelligent man, must 

realize, as Roth said, "he aint going to find any more buried money 

Even he'll believe that soon" (p. 102). 

Additionally, Lucas's use of George in the search for gold 

endangers the Wilkins' marriage: "I'll give it [the detector] to George 

Wilkins" (p. 122). Molly, however, is sure that such an act will de

stroy her daughter's family: "Mister Zack! Cant you see? ... he would 

fotch onto Nat ... the curse of God" (p. 122). 

Molly fears that Lucas's gold mania will result in the same end 

for Nat's marriage that she sees as the end of her own marriage. Even 

Roth Edmonds realizes the danger, for no one can know exactly what the 
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search for and possible discovery of gold would do "to George ... who 

had not a dollar anywhere, who was not yet twenty-five and with an 

eighteen-year-old wife expecting a child next spring" (p. 123). 

Ironically, Roth, who represents a rejection of the familial 

concept, attempts to save the Beauchamp marriage and, by doing so, 

brings the countersubject into this eighth entry of development (1). 

For all of Roth's assertions that he wants to see the divorce completed, 

they do not mask his desire that Lucas and Molly remain together. When 

Molly first approaches him about the divorce, Roth tries to persuade her 

to wait until the cotton has to be harvested since Lucas will then be 

too busy to hunt for gold; to take the machine and go hunting for gold 

herself, letting Lucas "come in and find there's no breakfast ready for 

him" (p. 103); or just to wait until Lucas realizes that there is no 

money. 

When his appeal to Molly does not work, Roth then appeals to 

Lucas, even openly admitting Lucas's possibly superiority: "Listen to 

me, Lucas. You are an older man than me; I admit that. You may have 

more money than I've got ... and you may have more sense than I've got, 

as you think you have. But you cant do this [destroy the family]" 

(p. 120). The degree of Roth's sincerity can be judged in his conces

sion of Lucas's abilities, a surprising admission from a man who spurned 

his foster family because of his prejudices. 

A second major element contributing to the entrance of the 

countersubject is the reappearance of the fire and the hearth. When 
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Roth visits Molly and Lucas in hopes of saving the marriage, he finds 

them near the hearth: "Lucas was waiting, standing ... in silhouette 

against the firelight on the hearth. The old woman [Molly] ... the 

shrunken and tragic mask touched here and there into highlight by the 

fire ... Lucas did not sit down. He went and stood at the other side of 

the hearth, the firelight touched him too" (pp. 118-119). 

The division between Molly and Lucas is represented by their 

being on opposite sides of the hearth, separated. Their separation, 

however, is not permanent as they are both being touched by the light 

from the fire. The link that the fire and the hearth symbolizes is too 

strong for either of them actually to destroy their relationship. 

Lucas's being silhouetted against the light from the fire on the hearth 

suggests that he is an organic part of the family he has established and 

for which he has fought. He no longer has an existence outside that 

family. 

The symbolism here foreshadows Lucas's final acceptance of the 

importance of the family as opposed to money or pride. The counter-

subject's entrance in this segment of development (1) is complete when 

Lucas gives Molly "a small sack of the soft cheap candy which she loved" 

(p. 99) rather than granting her a divorce. 

Lucas reaffirms the value of the family as represented by the 

fire and the hearth. He finds he is no more able to douse the fire now, 

by giving Molly her divorce, than he was able physically to throw water 

on it when he despaired of getting her back from Zack Edmonds. 
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The narrative jumps several hours, and this jump divides the 

eighth entry from the ninth and last entry of development (1). Both 

subject and countersubject appear, but the countersubject is the domi

nant theme. Roth, offering to keep the metal detector for Lucas, 

develops the subject, and Lucas's refusal of this offer presents the 

countersubject. 

Roth suggests that Lucas keep the metal detector in secret: 

"take that damn thing out now and then, say once or twice a month, and 

spend the night walking up and down that damn creek" (p. 131). He seems 

unable to understand the danger posed to Lucas and Molly's relationship 

by Lucas's ownership of the machine. To Roth, the danger exists only 

because Molly knows of the machine's use. The danger, however, is not in 

the machine, but in the attitude it represents in Lucas, a desire for 

money, no matter what the cost. 

Roth's lack of comprehension shows that he does not understand 

the importance of the family or the importance of the values of the suc

cessful family. For Roth, the family is entirely in the past, and his 

involvement in Lucas and Molly's affairs is mostly a result of a nostal

gia for something he once possessed and is no longer able to grasp. 

Roth's incomprehension, therefore, develops this last entrance of the 

subject in development (1). 

Lucas fully recognizes the danger of the metal detector and 

firmly resists Roth's suggestion. He insists that Roth "sell it a far 

piece away, where I wont never see it nor hear tell of it again" (p. 

130). 
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Significantly, Lucas tells Roth to keep the money from the 

detector's sale. In terms of development (1), this sentiment shows 

the triumph of Lucas's need for the family over his greed. Lucas has 

had to struggle with himself and his own weaknesses in order to realize 

what is truly important to him. This successful struggle and this 

final victory of the family result in the final entrance of the counter-

subject in development (1). As development (1) ends, the emphasis is 

on the countersubject since Lucas, the main protagonist of this chapter 

of Go Down, Moses, accepts the values of love and understanding. 

In development (1), we see the fugue-analog themes presented and 

examined primarily in relation to the character and actions of Lucas 

Beauchamp. Lucas's relation to both subject and countersubject is a 

result of the complexity of his nature. He is capable of fiercely 

defending his family as well as of sacrificing his pride and his self-

interest for that family. Yet he is also capable of threatening that 

family because of that same pride and self-interest. 

Lucas, like every major character in Go Down, Moses, decides 

whether he is going to accept or reject the values of love and under

standing. For Lucas, the decision is complicated by his character 

traits, and he must struggle to master these imperfections in order to 

show acceptance of these values. Through much of development (1), he 

fails to overcome his faults, but at the end of "The Fire and the 

Hearth," he succeeds in putting aside the quest for money, representa

tive of his pride and greed, to keep his family. 
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The successful family comes out of the successful struggle. 

Development (1) shows that such struggle may involve more than an 

external threat to the family; the problem may be internal. The reso

lution of such internal strife is as important, if not more so, in 

maintaining the family than is conquering the external menace. 

Lucas, in mastering himself, shows the solidity of the Beauchamp 

family. Nor does Lucas's persistent relation to the subject make the 

Beauchamps any less successful as a family. They thrive, showing their 

fertility in the number of children and showing love and understanding 

in their acceptance of the motherless Roth Edmonds. Their success is 

seen in their association with the symbol of the fire and the hearth. 

The fugue-analog pattern reflects Lucas's fluctuations between 

acceptance and rejection of love and understanding. Such acceptance and 

rejection is neither simple nor necessarily permanent as we can see in 

the course of development (1), in which Lucas's actions present the sub

ject in one entry and the countersubject in another. Even Lucas's final 

act of contrition may not last: he is still the same proud man he was at 

the beginning of "The Fire and the Hearth." 

Still, the end of development (1) concludes with Lucas's accept

ance of the importance of his family. What happens next to him is 

neither within the narrative scope nor the thematic pattern of Go Down, 

Moses. 

The final emphasis of development (1) then is on the counter-

subject, the acceptance of love and understanding. The remainder of the 
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development of Go Down, Moses, "Pantaloon in Black," "The Old People," 

"The Bear," and "Delta Autumn" will emphasize the subject, the rejec

tion of these values. The episode, "Pantaloon in Black," will accom

plish this shift in emphasis and will prepare the way for development 

(2), the last development section in the novel. 



CHAPTER 4 

EPISODE: "PANTALOON IN BLACK" 

The success of any study of the unity of Go Down, Moses depends 

in large degree upon the author's ability to show a relationship between 

"Pantaloon in Black" and the rest of the book. This chapter, the third 

in the novel, seems misplaced: not only are the two protagonists of 

"Pantaloon in Black," Rider and the deputy sheriff, unrelated to the 

McCaslin family, but no McCaslins appear in this section at all. Cer

tainly, Rider's home is located on the McCaslin estate; his landlord is 

Carothers Edmonds, the Roth of "The Fire and the Hearth"; and Rider, 

in direct imitation of Lucas Beauchamp, lights a fire on his wedding 

night that burns until his wife dies. Except for these brief refer

ences, however, the McCaslins have no role in the events of this chapter. 

Additionally, if we compare the version of "Pantaloon in Black" 

in Go Down, Moses with the magazine version that appeared in Harper's 

Magazine, we will find few differences in the texts. The chapter runs 

8310 words and the magazine story 8270, indicating that few passages 

were added. The majority of the changes are stylistic. Pre-existing 

sentences and paragraphs in the magazine version are combined to make 

longer units. The shorter sentences and paragraphs in Harper's are 

undoubtedly a concession to the magazine's audience which would have 

expected less syntactic complexity 

116 
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Most of the additions are merely clarifications or repetition 

of the material in the short story. In Harper's, we are told that "the 

house was the last one in the lane, not his [Rider's] but rented from 

the local white landowner."^ In the novel, this anonymous landowner is 

identified as Carothers Edmonds: "the house was the last one in the lane, 

not his but rented from Carothers Edmonds, the local white landowner" 

(p. 137). 

Although some connective passages, tying "Pantaloon in Black" 

into the developing fugue themes were added, most were already present 

in the magazine version. In Harper's, Roth Edmonds is eventually iden

tified as Rider's landlord, and the symbol of the fire and the hearth 

and its relationship to Lucas Beauchamp are transferred unchanged into 

the novel. 

The absence of any McCaslin characters and the absence of any 

major revisions, as was the case with "Was" and "The Fire and the 

Hearth," to make the main characters into McCaslins have led to much 

critical misjudgement of "Pantaloon in Black" and its interrelationship 

with the rest of the novel. Even critics determined to see the book 

as a unified work have dismissed the possibility that "Pantaloon in 

Black" is a coherent part of the narrative structure. To Brooks, 

"'Pantaloon in Black' is not a necessary part of the chronicle of the 

2 
McCaslins." Likewise, Hunter feels that this chapter "seems in no 

1. William Faulkner, "Pantaloon in Black," Harper's Magazine, 
October 1940, p. 504. 

2. Brooks, p. 257. 
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3 
way McCaslin-rel ated." Similar opinions are expressed by Cowley, who 

feels that "Pantaloon in Black" is the only chapter "that fell outside 

4 the novelistic pattern" ; by Tick, who feels it "must be considered the 

5 
unintegrated and ... non-essential part of the structure" ; and by Klotz, 

g 
who feels that it bears no relation to the rest of the novel. Even 

Creighton, whose study of the revisions in Go Down, Moses is based on 

the assumption she is dealing with a unified work, says that "Pantaloon 

in Black" "is not as essential as the others [chapters] in the volume 

because it deals with peripheral characters and adds no new vital infor

mation to the developing composite."^ 

Such dismissal of "Pantaloon in Black" as an integral part of 

Go Down, Moses is both easy and understandable, but should not be made 

too quickly. This chapter of the novel is as important and as necessary 

to the development of the fugue-analog as are "Was," the exposition, 

and "The Fire and the Hearth," development (1). "Pantaloon in Black" 

is the episode. It not only links development (1) and development (2), 

but even more importantly, serves as a transition between the two since 

the first section of development presents the fugal themes in relation 

to its black protagonist, Lucas Beauchamp, and ends with the 

3. Hunter, p. 82. 

4. Cowley, Faulkner-Cowley File, p. 113. 

5. Tick, p. 69. 

6. Klotz, p. 13. 

7. Creighton, p. 115. 
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countersubject in ascendancy and since the second section of develop

ment presents these themes in relation to its white protagonist, Isaac 

McCaslin, and ends with the subject in ascendancy. 

Episodes in the fugue come between the main sections of develop

ment. Thematic elaboration in the episodes is less complex than that in 
g 

the non-episodic sections of development of subject and countersubject, 

9 
for only fragments of the subject or countersubject need appear. One 

of the major purposes of this structural unit in music is to "facilitate 

change of key,"^ allowing for a different approach to the themes pre

sented in the sections that precede and follow the episode.^ One may see 

the episodes functioning in this manner in Bach's "Fugue in F Minor, No. 

12," in First Book of The Hell-Tempered Clavier. 

With the characteristics of the episode in mind, we may, far more 

easily, recognize how "Pantaloon in Black" functions as a coherent part 

in the whole of Go Down, Moses. This chapter is not to provide new in

sights into the themes of the novel, but rather to maintain them while 

the focus of the book changes from development (1) to development (2). 

It is in this shift in focus, emphasis, that the reason for the absence 

of the McCaslin family is to be found. 

A slight possibility exists that Faulkner might have intended 

Rider to be a McCaslin. In a conversation between Faulkner and Malcolm 

8. Bernstein and Picker, p. 185. 

9. Bernstein and Picker, p. 185; "Episode," Grove's, II, 957. 

10. Bernstein and Picker, p. 185. 

11. "Episode," Grove's, II, 958. 
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Cowley, Cowley asked Faulkner about Rider, to which Faulkner replied, 

12 
"Rider was one of the McCaslin Negroes." This is the only statement 

by Faulkner on Rider's possible relation to the McCaslins, and it is 

ambiguous. It does not say that Rider is a McCaslin, but rather that 

he is part of a group of blacks associated with the McCaslins. Indeed, 

Rider is part of such a group since he is renting his cabin from Roth 

Edmonds and thus lives on the McCaslin place. Additionally, no evidence 

can be found in the chapter or in the original magazine version to link 

Rider by blood to the McCaslin family. Without such internal evidence, 

no reader unfamiliar with Faulkner's statement to Cowley will see Rider 

as a McCaslin. 

Faulkner's omission of Rider's relationship to the McCaslins 

could be due to carelessness in his revision of "Pantaloon in Black." 

Such carelessness, however, seems unlikely particularly since Faulkner 

was very careful in the revisions of "Was" and "The Fire and the Hearth." 

He did amend certain passages to clarify the thematic relationship 

between this chapter and the rest of the novel. 

Faulkner reinforces the obvious barrenness of the marriage of 

the deputy and his wife, strengthening the subject their actions develop 

and simultaneously strengthening the countersubject that Rider's marriage 

represents. In the magazine versions, the deputy is describing the 

events of the day as his wife prepares and serves dinner: "the wife 

turned from the stove, carrying a dish. The deputy snatched his feet 

12. Cowley, Faulkner-Cowley File, p. 113. 
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rapidly out of the way as she passed him and went into the dining 

13 
room. The deputy raised his voice a little." 

In the book, the same passage appears but with certain addi

tions that emphasize the distance and underlying hostility in this rela

tionship: "the wife turned from the stove, carrying a dish. The 

deputy snatched his feet rapidly out of the way as she passed him, 

passed almost over him, and went into the dining room. The deputy 

raised his voice a little to carry the increased distance" (p. 155). 

(italics mine). 

Such changes, although hardly of the order seen in "Was" and "The 

Fire and the Hearth," show Faulkner's readiness to alter the original 

story in order to make it fit smoothly into the novel. It would be 

surprising and improbable if he neglected to add a small phrase or sen

tence tying Rider to the McCaslins if Rider were actually meant to be a 

McCaslin. We have, therefore, no reason and certainly no real evidence 

for believing Rider is a McCaslin relative as are Lucas and Turl. As 

Harter says, "if Go Down, Moses were ... dealing exclusively with the 

McCaslin family history, Faulkner most certainly would have limited 

14 
his scope to experiences related solely to members of that family." 

Neither Rider nor the deputy being McCaslins opens the novel up. 

Its focus is no longer merely the problems and weaknesses of the members 

of a single family, but the problems and weaknesses of the members of a 

whole society. The lack of empathy in Buck, Buddy, Cass, and Roth is 

13. Faulkner, "Pantaloon in Black," p. 512. 

14. Harter, p. 90. 
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not merely a failure among the McCaslins, but is a failure among many of 

the whites such as the deputy and Gavin.Stevens in this society. 

Lucas's faults are not merely from his McCaslin heritage, but have their 

analog in Rider and Sam Fathers. In "Pantaloon in Black," the McCaslins1 

role in Go Down, Moses is finally defined: they are a microcosm repre

senting their entire culture, and what is good and what is bad in them 

is both good and bad in this society. 

For this chapter to function as a transition between the sec

tions of development, the episode contains parallels and reverse paral

lels to corresponding elements in both development (1) and development 

(2). All of these elements are part of the thematic presentation of 

the fugue-analog. 

A number of such parallels and reverse parallels exist between 

Lucas and Rider. The parallel between Lucas and Molly's marriage and 

that of Rider and Mannie is obvious. Both Brooks, who sees "Pantaloon 

in Black" as "a kind of counterpoint to the story of ... Lucas and 

15 
Molly," and Early, who also sees this chapter as "a pathetic counter

part of the domestic comedy of Lucas and Molly,have noted this 

similarity. 

In both marriages, the husband is unwilling to accept the remo

val of the wife; he refuses to contemplate a life without her. Such a 

refusal to accept passively the destruction of the family develops the 

countersubject in both development (1) and the episode. Naturally, the 

15. Brooks, p. 257. 

16. Early, p. 11. 
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options open to both Lucas and Rider are different since, in Lucas's 

case, Molly has merely been appropriated by Zack Edmonds, while in 

Rider's, Mannie has died. Lucas is able to force Zack to return Molly, 

whereas Rider has no way to recover Mannie. 

Rider, unable to recapture Mannie's presence, is left with no 

recourse but an unsuccessful attempt to keep himself from thinking of 

her and of the marriage he so desperately wishes to retain. Ironically, 

Rider's search for oblivion leads him to the very fate, lynching, that 

Lucas envisages for himself as he goes off to kill Zack. Lucas, how

ever, having recovered Molly, has a marriage still and is saved through 

luck. Rider, having no way of recovering Mannie, has nothing left and 

is doomed. 

Lucas's attempt to kill Zack, although at first appearing to be 

a natural extension of his struggle to save his marriage from Edmonds 

and a part of the countersubject, is actually a threat to his own family 

and is related to the subject. Likewise, Rider's obsession with Mannie, 

although revealing the success of their relationship, leads Rider, as 

we shall see, to reject his aunt's offer to replace his dead family 

with her living one. Such a refusal to be a part of what also has been 

a successful family shows that some of Rider's actions, like Lucas's, 

present the subject. 

In the episode, we also see the symbol of the fire and the 

hearth used to represent the successful family, and as in development 

(1), it is an element in the presentation of the countersubject. Rider 
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builds "a fire on the hearth on their [Rider and Mannie's] wedding 

night as the tale told how Uncle Lucas Beauchamp, Edmonds' oldest 

tenant, had done on his forty-five years ago" (p. 138). Here is ano

ther reverse parallel, for in "Pantaloon in Black," the fire has 

"fallen to a dry, light soilure of dead ashes" (p. 140) on Mannie's 

death. Where Lucas refrains from extinguishing the fire on his hearth, 

refusing to dissolve his marriage, Rider has seen his fire die with his 

wife, representing the undesired but inevitable dissolution of his 

marriage. 

Rider's character is also the obverse of Lucas's. Rider is a 

physical giant, but spiritually he is weak. He does not have the 

internal strength to conquer or to live with his grief. His only 

course of action is suicide. Lucas, however, is not a large man, but 

he is mentally strong. He may be rash in his anger, but as shown by 

his refusal to allow Molly to stay with Zack, Edmonds, he does not suc

cumb to despair. 

Parallels and reverse parallels also exist between Rider and Sam 

Fathers. They are both important black characters in this novel who 

are unrelated to the McCaslins. Both characters are out of place and, 

ultimately, die as a result of this displacement. Rider, without his 

wife, can find no way of coping with life and basically commits suicide. 

Sam, also unable to cope with life, retreats to the wilderness and, with 

the death of Old Ben, recognizes the inevitable doom of his way of life 

and dies. 
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Rider is a product of his civilization, whereas Sam is a product 

of the wilderness. The episode has no reference to hunting animals, and 

although Rider owns a dog, it is obviously a pet, not primarily another 

instrument of the hunt as are the dogs in the next three chapters. 

Where Rider relishes his job at the sawmill, at which the trees of the 

wilderness are transmogrified into the materials of civilization, Sam 

merely tolerates his job as plantation blacksmith. Rider participates 

in all the vices of society, particularly the drinking and gambling, 

two of the favorite pursuits of the white characters in "Was": "there 

had been only the Saturday and Sunday dice and whiskeys that had to be 

paid for" (p. 138). In Sam, there is an instinctive attraction to the 

forest and a repulsion to civilization. As Cass Edmonds observes in 

"The Old People," "he [Sam] was born in a cage Then he smells some

thing Then the hot sand or the brake blew into his nostrils and blew 

away, and all he could smell was the cage" (p. 167). 

Rider, as Sam Father's opposite, serves to link "Pantaloon in 

Black" to the novel's development (2) as he serves to link the episode 

with the novel's development (1). 

To a lesser extent, the deputy sheriff provides a link between 

the white characters in the first and second sections of development. 

His family is more conventional than that of the McCaslin twins, but 

it is no more viable and is just as emotionally empty. Nor does he 

show any more understanding of the relationship between Rider and Mannie 

than, at the end of development (1), Roth shows of that between Lucas 
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and Molly. Both the deputy and Roth are isolated. The deputy is 

unable to communicate with his wife, and Roth has never sought a re

placement for the Beauchamp family. Both, in their incomprehension of 

the relationships of others and in their isolation, develop the fugue-

analog subject. 

The deputy also parallels Isaac McCaslin. Both men's marriages 

are failures. In both marriages, the wives perform the domestic chores, 

but neither appears to feel any other obligation to her husband. The 

deputy's wife clearly is not interested in his problems or his thoughts; 

she offers nothing resembling love. Isaac's wife, when he refuses to 

reclaim the McCaslin property he has given his cousin, stops all sexual 

relations with him. Again, we see no indications of love. Both mar

riages are marked by the distance between the spouses; there seems to 

be no place for them to meet except at the dinner table. Both families 

are barren and infertile failures and are important elements in the 

presentation of the subject. 

Thematically, the episode is linked with both development (1) 

and development (2). Unlike in development (1) in which the subject 

dominates the first entry and the countersubject the final entry, the 

episode opens with the countersubject predominating and closes on the 

subject. This latter pattern is, as we shall see, the one that con

trols development (2). This reversal gives the final emphasis to the 

subject, counterpointing the final emphasis on the countersubject in 

development (1). 



127 

There are only two entries in the episode. Section one of 

"Pantaloon in Black" is entry one, and section two is entry two. As 

shown in Figure 5, the countersubject appears only once and that in the 

first entry, while the subject appears in both entries. 

The presentation and examination of the fugue-analog themes in 

the episode is simpler and more straightforward than in development (1). 

As in the exposition, "Was," the subject is primarily represented by 

the actions and feelings of the white characters, the deputy and his 

wife, and the countersubject by the actions and feelings of the black 

character, Rider. As we have seen, characters who struggle to preserve 

the successful family represent the acceptance of love and understand

ing, the countersubject. Characters who are passively part of an unsuc

cessful family represent the rejection of love and understanding, the 

subject. 

Entry 1 Entry 2 

Countersubject Subject 

Subject — 

Figure 5. Schematic of "Pantaloon in Black," the episode. 

Rider's marriage and his inability to accept its end with his 

wife's death is counterpointed then by the barrenness and distance seen 

in the marriage of the deputy and his wife. The only real complexity in 

the episode arises from Rider's association with the subject when he 

resists a possible substitute for his dead wife, preferring instead to 

die. 
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The first entry of the episode ends with Rider's killing of 

Birdsong. Rider's reactions to Mannie's death reveal the success of 

their family and provide the development of the countersubject. Rider's 

refusal to rejoin his aunt and uncle's family brings the subject into 

this entry. 

Not only is Rider and Mannie's marriage associated with the 

symbol of the fire and the hearth, which always contributes to the 

countersubject, but even the domestic details radiate contentment. 

Rider finds obvious satisfaction in his memory about his and Mannie's 

house from which "the rent was paid promptly in advance, and [for which] 

even in just six months he had refloored the porch and rebuilt and 

roofed the kitchen, doing the work himself ... and bought the stove" 

(p. 137). Additionally, the Saturday routine in which Mannie prepares 

Rider's bath, lays out his clean overalls, walks to the commissary for 

their supplies, and cooks dinner is performed quietly and willingly. 

Rider's inability to accept the death of Mannie and the end of 

his marriage presents the countersubject. Rider can do very little to 

recapture what he has had, but that little he does willingly. When his 

friend Acey warns him not to return home since Mannie's ghost "be wawkin 

yit" (p. 136), Rider hurries home in the hope that Acey is correct. 

Finding what he feels to be her ghost, Rider makes every effort to keep 

it from disappearing. At first, he talks "as sweet as he had ever heard 

his voice speak to a woman" (pp. 140-141) and then attempts to act nor

mally, setting the table for two and "waiting again until he knew his 
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voice would be what he wanted it to be" (p. 141), normal. Rider's 

effort to preserve his family is one of the most desperate in the novel, 

and it makes a strong contribution to the countersubject. 

When these efforts fail, Rider is left with nothing but his 

grief, born of the terrible loss of wife and family. The success of 

this family and its relation to the countersubject can be easily seen 

in the strength of the bonds between Rider and Mannie. These ties are 

so strong that Rider searches in vain for a method to live wi^h the 

knowledge that he no longer has Mannie and the love she represents. 

At the funeral, unable to stand his grief any longer, Rider 

grabs a shovel and begins "flinging the dirt with ... effortless fury" 

(p. 135) in an attempt to forget his agony in sheer physical activity. 

After Mannie's "ghost" disappears, Rider again searches fruitlessly 

for an escape from his grief. He sets off across the country "moving 

almost as fast as a horse could have moved" (p. 142), at last collapsing 

in exhaustion. When he wakes, he moves onto the sawmill, hoping to 

find forgetfulness in his work. At first, he attempts to lose himself 

in the routine, so that "this morning might have been no different from 

any other" (p. 144). When this effort fails, he singlehandedly picks up 

a log that everyone, probably including Rider, thinks "gonter kill him" 

(p. 146). Again, Rider fails to forget and, leaving work abruptly, goes 

and buys a jug of whiskey. He soon realizes that he cannot get drunk: 

"Ah just misread de sign wrong. Hit's done done me all de help Ah 

needs" (p. 149). 
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When the whiskey fails, Rider realizes that as long as he is 

alive he cannot escape his agony. He wants only one thing, Mannie, 

whom he has already asked to accompany: "Den lemme go wid you, honey" 

(p. 141). He, therefore, goes and kills the sawmill's nightwatchman, 

Birdsong, for cheating at dice in "the same crap game where Birdsong 

has been running crooked dice ... for fifteen years" (p. 156). By this 

act, Rider demonstrates his commitment to Mannie and their family, and 

his willingness to die in the hopes of re-establishing their relation

ship links his actions to the countersubject. 

Rider's suicide is not, however, solely an element of the counter-

subject, for in deciding to die, Rider permanently rejects the family of 

his uncle and aunt, who "had raised him" (p. 136). Before his marriage 

to Mannie, Rider lived with his aunt and uncle, who saw that "there 

was always food for him at any hour of day or night" (p. 138). Both his 

uncle and aunt care for him, realizing that, despite his constant, 

"Ah'm awright now," he is not all right. Later, when Rider is arrested, 

his aunt insists upon going with him, even into the jail cell. 

Although the aunt's concern and perception show both love and 

understanding, she can no longer reach Rider with her empathy. He has 

sunk too much of himself into the relationship with Mannie, and nothing 

remains for anyone else. Although Rider does not purposefully destroy 

the family consisting of himself, his aunt, and his uncle, he is unable 

to see any possible substitute for his marriage with Mannie. This ina

bility does result in the destruction of this alternate family. 
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Rider's failure to return his aunt's love and understanding 

and to rejoin her family then presents the subject in entry one of the 

episode. Any action on a character's part that closes him off from a 

successful family is an element contributing to the subject. Even in a 

relatively straightforward presentation such as "Pantaloon in Black," 

a sinple one-to-one relationship rarely exists between characters and 

the subject and the countersubject of the fugue-analog. 

The second and final entry of the episode, however, contains 

two characters, the deputy and his wife, related only to the subject, 

for nothing in their attitudes toward themselves or toward others would 

indicate that they possess any love or understanding of others. The 

sterility of their marriage reflects this lack. 

This portrait of the white couple's marriage, reinforced by 

Rider's failure to respond to his aunt's offer of a new family, is the 

element developing the subject in its second entrance. The counter-

subject does not appear in this entry, and so, the episode ends with 

the subject. 

Faulkner, as has been noted, added several passages emphasizing 

the physical distance between the white husband and wife. This physi

cal distance parallels and represents a similar emotional distance. 

The wife, while the deputy is airing his complaints and telling the story 

of Rider, is not thinking about him or his story. Instead, she is com

pletely absorbed in her memory of an afternoon rook party, in which she 

"had won the first, the fifty-cent, prize until another member had 
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insisted on a recount of the scores and the ultimate throwing out of 

one entire game" (p. 155). 

Her preparations of dinner for the deputy are mechanical : she 

cooks the meal, puts it on the table, and then ungraciously says, "I 

think if you eat any supper ... you'll do it in the next five minutes 

I'm going to clear the table then and I'm going to the picture 

show" (p. 159). She acts so despite her husband being "spent now from 

lack of sleep and hurried food at hurried and curious hours and ... a 

little hysterical too" (p. 154). Such self-centered triviality precludes 

any possibility of her sympathizing with anyone else, least of all her 

own husband, and is an element in the development of the subject. 

The only emotion the deputy appears to connect with his wife is 

weak fear or trepidation. When he sees his wife move from the kitchen 

to the dining room, he moves his feet quickly out of the way and raises 

his voice so that she can still hear. Yet, except for the final ques

tion that he asks his wife and that she completely ignores, he does not 

seem to be having a conversation with another person. 

This emotional and communicative distance between these two 

people reflects the failure of their marriage. Rider has more success 

in reaching Mannie who is dead than the deputy does in reaching his 

wife. Such a failure, as with all such failures in Go Down, Moses, con

tributes to the subject. 

The deputy also seems to relish the idea of a dead wife. He 

seems completely unaware of the possibility of Rider's true feelings 



133 

about Mannie's death. Part of this unawareness, arises from the depu

ty's stereotypic belief that blacks cannot feel deeply, but part must 

also be from his envy of Rider's freedom from domesticity: "there 

aint any law against a man rushing his wife to the cemetery" (p. 155). 

The deputy naturally ascribes his own feelings for his wife 

to Rider, obviously believing that Rider has no more love for Mannie 

than the deputy has for his own wife. The deputy knows how he will feel 

and how he will act if he is ever in Rider's position. Such a lack of 

understanding and of love displayed by the deputy can only be a part of 

a character firmly tied to the subject's development. 

The picture of the marriage of the deputy and his wife is in 

marked contrast to Rider's memory of his marriage. Where Rider and 

Mannie obviously love and care for one another, the deputy and his wife 

are indifferent to each other. Where in the first entry of the episode, 

the domestic description of Rider and Mannie's home supports the coun-

tersubject, in the second entry, the domestic description of the deputy 

and his wife's life supports the subject. 

In the other sections of Go Down, Moses, counterpoint is gener

ally achieved through contrast of subject and countersubject within the 

same entry. In "Pantaloon in Black," counterpoint arises primarily 

through the contrast of subject and countersubject within different 

entries. Since the episode is meant to shift the final emphasis from 

countersubject to subject, it functions best by separating, as much as 

possible, the development of the fugue-analog themes. With such 
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separation, the dominant theme in each entry is more easily recognized. 

The contrast, so necessary in fugal development, is still maintained 

through the comparison of the countersubject in entry one and the 

subject in entry two. 

Rider's own failure to respond to his aunt's request that he 

replace his dead marriage with his old family also adds to the presen

tation of the subject in entry two. Although his aunt accompanies Rider 

to jail, she can offer him nothing since his actions have already doomed 

any possible reconciliation between them. He is seen physically separ

ated from her, and this separation reflects the emotional distance seen 

in his last words, "Ah just can quit thinking" (p. 159). 

The fugue-analog subject certainly dominates the final section 

of "Pantaloon in Black." It is presented not only through the blatant 

failure implicit in the white couple's marriage, but also through the 

tragic end of Rider and Mannie's successful family, perhaps the most 

successful in the novel. Even in success, there can be failure, and in 

development (2), we shall see such failure arise out of the apparently 

successful relationship between Isaac McCaslin and Sam Fathers. 

The episode then accomplishes its purpose. While maintaining 

the fugal nature of the narrative, "Pantaloon in Black" has prepared 

us for the increasing emphasis on the subject in development (2) and 

has shown us that the fugue-analog themes come out of social problems, 

not merely family problems. 



CHAPTER 5 

DEVELOPMENT (2): "THE OLD PEOPLE," 
"THE BEAR," AND "DELTA AUTUMN" 

Development (2) of Go Down, Moses, consisting of "The Old 

People," "The Bear," and "Delta Autumn," is the longest and most com

plex section of the novel. Part of this complexity arises from the 

fourth part of "The Bear," one of Faulkner's most ambitious and most 

successful narrative experiments. This fourth part of "The Bear," 

however, is only one portion of the overall, indepth examination of the 

growth and ultimate failure of Isaac McCaslin. From this examination, 

comes the length and intricacy of development (2). 

The second section of the fugue-analog's development differs 

from the first, "The Fire and the Hearth," in that it is composed of 

three seemingly distinct chapters rather than one. The three chapters 

making up this section of the novel all deal with the life of Isaac 

McCaslin, and this single focus clearly shows that these three chapters 

are merely divisions of a larger whole, development (2). Together, they 

present a unified exploration of the subject and countersubject through 

the various relationships that, directly or indirectly, affect Isaac 

McCaslin. 

As we saw in our discussion of development (1), a composer can 

present and elaborate the subject and countersubject in any fashion he 

135 
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deems suitable. Faulkner shows a similar freedom in the narrative 

development of Go Down, Moses. Such freedom then accounts for the dif

ference in lengths between development (2) and development (1). In 

almost any Bach fugue, the lengths of the sections of development vary. 

The extent of thematic exploration determines the duration of each sec

tion in the musical fugues as it does in the literary fugue. 

More importantly, development (2) is a reversal of development 

(1). Where the first section of development has the black Lucas Beau-

champ as its focus, the second has the white Isaac McCaslin. Where in 

development (1) the subject dominates the first entry and the counter-

subject the last entry, in development (2), the countersubject dominates 

that initial entry and the subject that final one. 

The major focus for the examination of subject and countersubject 

in development (2) is Isaac McCaslin. His personal relationships, his 

philosophy, his actions, and his eventual fate present and extend the 

fugal themes. 

Reinforcing Isaac's connection with subject and countersubject 

is the character of Sam Fathers. The portrayal of Sam's relationships 

and personality interact with the portrayal of Isaac to give added 

depth to the presentation of the fugue-analog. 

The thematic unity of development (2) arises from the extensive 

revisions of the original stories on which "The Old People" and "Delta 

Autumn" are based and from the almost entirely original material in "The 

Bear." This last chapter, except for a comparatively small fraction 

taken from the story "Lion," was written for Go Down, Moses. 
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As with the earlier revisions, many of Faulkner's changes in 

"The Old People" were stylistic. He changed sentence and paragraph 

lengths and altered the vocabulary so that the final result was a more 

complex and sophisticated syntax and diction. Other, relatively 

straightforward changes were necessary to convert a story not about the 

McCaslin family into part of that family's history. The unidentified 

first person narrator of the magazine version becomes Isaac McCaslin in 

the novel, and the narrative is changed to third person. The original 

narrator's father becomes Isaac's cousin, Cass Edmonds. Uncle Ike 

McCaslin, who is present in the magazine, is transformed into General 

Compson, and Jimbo becomes Tennie's Jim, the James Beauchamp of "The 

Bear" and "Delta Autumn." 

The important alterations, however, were the additional pas

sages that resulted in the chapter being 2100 words longer than the 

magazine version. These additions increased the scope of Ike and Sam's 

relationship and altered the nature of the relationship between Sam 

and Ikkemotubbe. 

Although Sam is important to the narrator of the original story, 

he is still no more than a hunting mentor. We find no indication that 

Sam plays a more significant role in the boy's life. 

In the novel , however, Sam becomes more than just a teacher of 

hunting methods. Sam's tales of the old days and of the Chickasaws 

become, as they do not in the magazine, "a part of the boy's present" 

(p. 171). Only in the book does the boy actually view Sam as his 
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teacher: "the exigencies of his maturing, of that for which Sam had 

been training him all his life some day to dedicate himself" (p. 173). 

The relationship of Sam and Isaac in the novel differs from that 

in the magazine story, for it becomes similar to one between father and 

son. They form one of the two successful families in development (2), 

and it is their family that primarily presents the countersubject. 

Additionally, Isaac's other relationships will deteriorate because of 

the influence Sam has on him. Of course, these failures are principal 

elements contributing to the entrance of the subject. 

Faulkner also changed Sam's relation to Ikkemotubbe. In the 

story, Ikkemotubbe is Sam's grandfather: "he was ... the grandson of 

that Indian chief.In the novel, he becomes Sam's father. By being 

Sam's father, Ikkemotubbe's selling of Sam to Carothers McCaslin seems 

more callous than if he were simply his grandfather. His actions asso

ciate this family with the development of the subject. 

"The Bear" provides more development of Sam and Isaac's relation

ship as well as exploring Isaac's connection with the wilderness and 

Isaac's attitude toward his black relatives. Unlike "The Old People," 

the material in this section is primarily new. Of the 47,500 words that 

make up "The Bear," only 4200 of them were lifted or altered from a pre

viously written or published story. Of this 4200 words, 3900 came from 

the story, "Lion," published in 1935, and 300, the "Ode on a Grecian 

2 
Urn" episode, from The Saturday Evening Post version of "The Bear." 

1. William Faulkner, "The Old People," Harper's Magazine, Sep
tember 1940, p. 419. 

2. Blotner, Faulkner, p. 1086. 
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The remaining ninety percent of this portion of Go Down, Moses, which 

includes most of the material in the Post version of "The Bear" as well 

as part four of this chapter, is original with the novel. 

Until the publication of Blotner's biography of Faulkner and 

his edition of the selected letters, critics had assumed that the story 

version of "The Bear" had been written prior to the chapter in the 

novel. Such, however, was not the case. According to Blotner, Faulkner 

originally intended to follow "The Old People" with "Delta Autumn," 

and in the first typescript, Faulkner "had begun 'Delta Autumn' on page 

186. But then, when he reached page 200, he stopped and put it aside as 

3 
he decided to change the plan." 

This alteration called for the addition of a new section, "The 

Bear," for as in "assembling The Unvanquished he had realized he needed 

new material for climactic effect. Now he arrived at the same conclu-

4 sion about Go Down, Moses." This alteration also required that he 

5 
revise material already having been sent to Random House such as "Was." 

He had to work and rework "The Bear" in order to "reinforce motifs and 

links with the earlier sections."^ 

The Saturday Evening Post story, "The Bear," is the second ver

sion. Faulkner, in two letters in late 1941, admits as much. On 

3. Blotner, Faulkner, p. 1080. 

4. Blotner, Faulkner, p. 1080. 

5. Faulkner, Letters, p. 144. 

6. Blotner, Faul kner, p. 1092. 
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November 10, 1941, he wrote to Harold Ober, saying that "it ['The Bear'] 

was rewritten from the chapter in the [Go Down, Moses],and in 

December 1941, he wrote Saxe Commins, saying that "The Sat. eve post 
O 

[sic] bought a story The Bear taken from the chapter by that name." 

Blotner points out that, as was often the case with Faulkner, he needed 

more money than his books brought into him, which was one of the reasons 

he scripted films. In late 1941, Faulkner solved his immediate finan-
g 

cial demands by revising "The Bear" in Go Down, Moses. Although a 

comparison between the magazine and book versions of "The Bear" is an 

interesting illustration of the differences between the more commercial 

market requirements of the Post and the more aesthetic freedom of Random 

House, such a comparison is beyond the scope of this study. 

The story "Lion" was not so much revised by Faulkner as canni

balized. Of the story's 8700 words, only 3900 words, less than half, made 

it into the novel, and much of this material was so thoroughly rewritten 

as to possess little resemblance to the original. "Lion" did provide 

several important elements for the hunting sequences in "The Bear" such 

as Old Ben, Lion, and the episode of Boon and the squirrels. Because of 

the secondary role of Old Ben and the absence of any analog to the Sam 

Fathers-Isaac McCaslin relationship, the story could not be transferred, 

even with revision, into the novel. 

7. Faulkner, Letters, p. 144. 

8. Faulkner, Letters, p. 147. 

9. Blotner, Faulkner, p. 1086. 
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Old Ben's secondary role in "Lion" is not only reflected in his 

unseen death, but also in the paucity of his appearances in the story. 

Although Old Ben is "an extra bear—the head bear,"^ he is merely a 

bear that has been more successful than other bears in the region. 

Nor is Old Ben an important factor in the life of Quentin Comp-

son, the story's protagonist, as he is in the life of Isaac McCaslin. 

At no time in "Lion," does Quentin see Old Ben or express any desire to 

do so. During the climactic hunt, Quentin is placed on stand by Uncle 

Ike McCaslin, who was removed for "The Bear." 

Isaac, as we shall see, courts Old Ben in much the way one would 

court a shy or reluctant lover. He desires to form a relationship with 

the bear and, through him, with the wilderness. The attraction of Old 

Ben seduces Isaac from his human ties. So, in this material original 

to the novel, we find a major element of the subject. 

The Quentin Compson of "Lion" has no equivalent of Sam Fathers. 

The closest character in the story to Sam is Uncle Ike McCaslin. Uncle 

Ike, however, only appears once: he places Quentin on stand, gives some 

quick instructions, and leaves. He shows none of the concern or interest 

in this boy that Sam constantly displays in "The Bear." Sam and Isaac's 

relationship continues in this section of development (2) to be an 

important part of the countersubject. 

The fourth part of "The Bear" accounts for a large proportion 

of the new material in this chapter and presents several important family 

10. William Faulkner, "Lion," Harper's Magazine, December 1935, 
p. 69. 
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relations, all of which are linked to the subject. Isaac McCaslin 

reveals his belief in the incestuous relationship between his grand

father, Carothers McCaslin, and the man's black daughter; this incest 

produces Tomey's Turl. Isaac's memory shows us the impecunious later 

life of Hubert Beauchamp, Isaac's uncle. In this segment of "The 

Bear," when Isaac chooses between his McCaslin heritage and the values 

he learns from Sam Fathers and the wilderness, he inadvertently destroys 

the family he shares with his cousin, Cass Edmonds. At the end of part 

four, this decision also causes the failure of his marriage. 

When Faulkner finished "The Bear," he returned to "Delta Autumn" 

and "continued to rewrite from the magazine version as he had done with 

11 
the first fifteen pages before he put them aside." Since Faulkner 

now placed "Delta Autumn" after the complex "The Bear," he had to revise 

it in accordance with the events described in that previous chapter. 

Faulkner admitted in a letter to Sax Commins that "Delta Autumn needs 

to be rewritten to get matter into it pertinent to the story this mss. 

12 
[Go Down, Moses] tells." In insuring this chapter's connection with 

the rest of the novel, Faulkner increased the original 7200 word ver

sion into the 10,000 words chapter. 

Faulkner added references to the McCaslin family history and to 

events described in part four of "The Bear." He deleted the mention of 

Isaac McCaslin's two children since such would contradict the outcome of 

the confrontation between Isaac and his wife in "The Bear." 

11. Blotner, Faulkner, pp. 1092-1093. 

12. Faulkner, Letters, p. 147. 
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In the magazine story, the young hunter with the mistress is 

called Don Boyd, and he and Uncle Ike are unrelated except by the hunt. 

By making this character into Roth Edmonds, Faulkner ties "Delta Autumn" 

into the present of "The Fire and the Hearth." Since he also made the 

black woman a McCaslin relative, Faulkner provides a thematic echo to 

the suggested incest of Carothers McCaslin. The failed intimacy between 

Isaac and Roth, between Roth and his mistress, and between Isaac and 

this woman all contribute to the subject's development. 

Although Roth is sullen and cynical, he lacks the ruthlessness 

of his counterpart, Don Boyd: "he [Boyd] owned the car ... just as he 

owned, or at least did the driving of, anything—animal , machine, or 

13 
human—which he happened to be using." Later, Boyd "harshly" says, 

14 "I'm going to get mine too." Both of these passages were eliminated 

from the novel, softening Roth's character and making him, if no more 

admirable, at least not so villainous as Boyd. 

The hunters' open condescension toward Uncle Ike, found in the 

novel, is absent for the most part from the story. The long afterdinner 

conversation between the hunters in Go Down, Moses that often results 

in patronizing comments aimed at Uncle Ike is absent in its entirety in 

the magazine version of "Delta Autumn." 

Such condescension reveals the hunters' rejection of Isaac as 

"Uncle Ike." They refuse to be part of any non-biological family headed 

13. William Faulkner, "Delta Autumn," Story, May-June 1942, 
p. 47. 

14. Faulkner, "Delta Autumn," p. 47. 
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by the old man. Such a rejection presents the subject, but it also is 

a reversal of the attitude Isaac shows Sam Fathers in "The Old People" 

and "The Bear." The hunters' treatment of Ike is an ironic echo of 

the first paragraph of "Was," in which Isaac is described as "uncle to 

half a county" (p. 3). 

In the magazine version, Isaac neither touches the woman nor 

gives her son the hunting horn. These halfhearted efforts in the novel 

do more to enhance his rejection of mother and child and, consequently, 

the subject than they do temper his repudiation of them. As Blotner 

has observed, "the ending [of 'Delta Autumn'] was now more powerful, 

15 
coming as a culmination of all that had gone before." 

Without the revision of "The Old People" and "Delta Autumn" and 

the creation of "The Bear," the necessary family groups would not have 

existed in development (2). As we have seen, characters who reject the 

values of love and understanding are members of unsuccessful families, 

if they have families at all. These characters' actions present the 

subject of the fugue-analog. Characters who accept the values of love 

and understanding are members of successful families. Their actions in 

relation to these families present the countersubject of the fugue-analog. 

The relationships of Isaac McCaslin contribute to the entrance 

of both subject and countersubject in development (2). Isaac and Sam's 

friendship is associated with the countersubject. All of Isaac's other 

relationships whether with Cass Edmonds, his black cousin, his wife, 

15. Blotner, Faulkner, p. 1093. 
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Roth Edmonds, or James Beauchamp's granddaughter, develop the subject, 

the dominating note in development (2). 

Sam's other relationships with Ikkemotubbe, Boon, Cass, and 

Jobaker; Carothers McCaslin's with his black daughter; Fonsiba Beauchamp's 

with her husband; Hubert Beauchamp's with his sister; and Roth Edmonds' 

with his mistress all contribute to the subject. Only the family of 

Tomey's Turl and Tennie Beauchamp develops the countersubject. 

All of these failed relations affect Isaac's own in one manner 

or another. The inferences Isaac makes about Carothers McCaslin's inces

tuous relations with Tomey alter Isaac's connection with his cousin 

Cass. 

Development (2) has fifteen entries. The subject enters thir

teen times; it appears six times without the countersubject and is the 

dominant element in six of the remaining entries. The countersubject 

enters nine times; it appears alone twice and is dominant in one entry. 

Figure 6 illustrates the pattern for development (2). 

The first entry of development (2) contains only the counter-

subject, presented through Sam's marking of Isaac upon the boy's first 

major kill. This entry continues until the start of Ikkemottube's story. 

By the beginning of the first entry of development (2), the rela

tionship between Sam and Isaac is already firmly established. We see Sam 

not only being present at Isaac's killing of the deer, but also giving 

the boy the necessary instructions for success: "Now ... shoot quick, 

and slow" (p. 163). Sam's approval of Isaac is further evinced in 



Entry 1 Entry 2 Entry 3 

Countersubject Subject Countersubject 

— — Subject 

Entry 4 Entry 5 Entry 6 

Subject Countersubject Subject 

— — Countersubject 

Entry 7 Entry 8 Entry 9 

Subject Subject Subject 

Countersubject Countersubject Countersubject 

Entry 10 Entry 11 Entry 12 

Subject Subject Subject 

— — Countersubject 

Entry 13 Entry 14 Entry 15 

Subject Subject Subject 

Countersubject — — 

Figure 6. Schematic of "The Old People," "The Bear," 
and "Delta Autumn," development (2). 



147 

the marking of the boy with the blood of the dead animal. The "boy 

marked forever" (p. 165) receives Sam's highest compliment when Sam 

tells Cass Edmonds, "He done all right" (p. 165). 

Not only has Sam accepted Isaac, but Isaac has accepted Sam. 

For Isaac, Cass Edmonds may indeed be "more his brother than his cousin 

and more his father than either" (p. 164), but Cass appears to have 

little effect upon Isaac or Isaac's values. Cass is a thorough product 

of his society. In "The Bear," Isaac defends blacks according to the 

virtues he sees them as possessing, whereas Cass rebuts these views, 

using the labels of the black stereotype, "promiscuity. Violence. 

Instability and lack of control. Inability to distinguish between mine 

and thine" (p. 294). Although this bias ironically appears in Isaac 

at the end of "Delta Autumn," it is unconscious in him. He feels that 

he has broken away from Cass's set viewpoint: "Sam Fathers set me [Isaac] 

free" (p. 300). 

So, although Isaac thinks of Cass not only as a cousin, but also 

as a father, he feels that Sam is his true father. His pride upon the 

initiation at Sam's hands reveals his acceptance of Sam's way of life, 

not Cass's, and his desire that "the man [Sam] would continue to live 

past the boy's seventy years and then eighty years, long after the man 

had entered the earth as chiefs and kings entered it" (p. 165). As the 

dutiful, loving son, Isaac wants the memory of his father and of his 

father's values to be perpetuated. This mutual respect between Isaac 

and Sam is the basis upon which their family is erected. 
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As the reader discovers in "Delta Autumn," Isaac fails to 

find a recipient for this legacy. In the first entry of development 

(2), however, his wish to do so reflects the success of this family he 

and Sam have formed, and through this success, the countersubject makes 

its first entrance. 

The story of Ikkemotubbe, Doom, forms the entirety of entry 

two. Only the subject is present and is reflected in Doom's treatment 

of others, particularly of his own son, Sam Fathers. 

Ikkemotubbe is father to Sam in name only. He shows complete 

indifference for the child of his quadroon mistress when he sells her 

and Sam to Carothers McCaslin. This act is not surprising for a man who 

poisons the son of his own cousin. Throughout the second entry, Doom 

gives no hint he possesses any sense of love or understanding of others. 

In his actions, he parallels Carothers McCaslin, who demonstrates a 

similar failure to love or to understand his black daughter and son. 

As with the failure of Carothers McCaslin, Ikkemotubbe's failure 

links him and his attitudes to the presentation of the subject. Both 

men view some of their children as property. This concept leaves no 

room for love, for to equate a person with property is to equate him 

with the non-human, animals and inanimate objects. It ignores this 

person's human needs and desires. The recognition of such needs and 

desires is crucial before a character in this novel can demonstrate his 

acceptance of love and understanding and before he can become part of 

a successful family. A character's failure to recognize human needs 
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facilitates the subject's entrance as it does in the second entry of 

development (2). 

The first simultaneous appearance of the subject and the 

countersubject in development (2) is entry three, which is separated 

from entry four by Jobaker's death. The absence of successful rela

tionships in Sam's life, excepting that with Isaac, presents the sub

ject, and Sam and Isaac's maturing "family" advances the countersubject. 

The countersubject is the dominant fugue theme in this segment. 

Almost everyone who has commented upon "The Bear" has pointed 

out Isaac's dependence upon Sam Fathers. This dependence does, of course, 

exist, but Sam's need of Isaac is often ignored. Sam Fathers is too 

frequently seen as some paragon of primitive virtue, without either 

faults or failings. In actuality, if Sam is a paragon, he is so only 

in the eyes of Isaac McCaslin. Although Sam is often admirable, he is 

not without fault, and certainly in his personal relationships, he is 

not without failure. The subject in entry three evolves from these 

personal failures of Sam. 

Sam is an isolated man, neither associating to any great extent 

with whites or blacks. Isaac soon notices how little "consorting with 

anyone Sam did" (p. 169). As development (2) progresses, Sam's isolation 

increases. When he moves permanently to the hunting camp, he becomes 

physically isolated from others, even from Isaac. 

Except for Isaac, Sam has no family, and what few connections 

he has with others seem tenuous at best, showing little if any affection 
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or understanding. His biological father and mother certainly were in 

no sense a successful family. Ikkemotubbe not only abandons Sam, but 

marries Sam's mother to another slave and then sells all three to 

Carothers McCaslin. Sam, as far as we know, has no actual memory of Doom. 

Nor does this new family appear to have been successful. Sam's 

indifference to the other blacks on the McCaslin place and his auto

matic identification with the Indian part of his ancestry by everyone, 

including himself, argue that his mother and stepfather had little 

effect on him. The absence of such influence indicates that these three 

were never very close and never formed a true family as did the black 

Beauchamps. In terms of Sam's mother and of his two fathers, Sam is 

identified with the fugue-analog subject. 

If Sam forms no ties with blacks, including his immediate 

family, he has also been unable, except for Jobaker, to form such bonds 

with the other people of his ancestry, the Chickasaws. Although Sam 

often tells Isaac about these people and their ways through the course 

of entry three, "he had not had time ever to know and so could not 

remember" (p. 171) them. His knowledge of the Chickasaws is as second 

hand as his own Indian persona. 

Although his failure to form any ties with the Indians is not of 

his own making, it does affect his other relationships. Since Sam cannot 

be a full Chickasaw, he will not be anything but a single man without 

family or friends. Such perfect isolation is impossible, and Sam does 

form some bonds with others. These relations, however, do not necessarily 

decrease his isolation. 
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In entry three, we see Sam's one connection with another 

Chickasaw, Jobaker. The relation seems to arise more from convenience 

than from any deep personal feeling, and we see no sense of family 

between these two men. Sam and Jobaker are "two old men squatting on 

their heels on the dirt floor" (p. 172). They have been brought toge

ther because they are the only survivors of their people, for Jobakers 

like Sam, "consorted with nobody, black or white" (p. 172). 

No matter what the degree of attachment San and Jobaker might 

have, their relationship is barren. Although Isaac does learn some of 

the Chickasaw language by listening to the two speaking, he is not a 

product of their relationship, but rather of the relationship between 

Sam and himself. Since this companionship is infertile, it is no more 

successful than the family of Buck and Buddy McCaslin, and like that 

family, this one contributes to the subject's development. 

Likewise, Sam also fails to form a viable relationship with 

Boon. Boon, having Chickasaw ancestors, recognizes Sam's Indian heri

tage and the older man's basic superiority: "even Boon seemed to know 

it [Sam's superiority] was there—even Boon, to whom ... it had never 

occurred that anyone might be better born tham himself" (p. 170). Al

though Boon shows genuine respect for Sam and later distress over Sam's 

death, he does not seem to be altered by his contact with the old man. 

The relationship is distant; Isaac sees it in terms of aristocrat-

peasant: "Sam was the chief, the prince; Boon, the plebian, was the 

huntsman" (p. 222). 
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Although Sam does enlist Boon's loyalty, he does not alter 

Boon's basic values. At the end of "The Bear," Boon is seen obses

sively attempting to hoard the treeful of squirrels. Boon sees them 

in terms of the white man's concept of property. Again, Sam engages 

in a relationship we cannot view as either a family or as successful. 

Even though Sam's last name is Fathers, he is not a biological 

father nor does he even marry. As we have seen, however, biological 

parentage is not necessary for one to be a parent, and Sam does become 

a father to Isaac McCaslin. Yet even in the adoptive role, Sam is 

not always successful. 

As he has done with Isaac, Sam had apparently attempted to form 

a "family" with Cass Edmonds. At the end of "The Old People," Cass tells 

Isaac that Sam had also taken him to see the buck: "Sam took me in 

there once after I killed my first deer" (p. 187). 

Although Cass claims to have seen the buck, he has not followed 

Sam's way of life. Rather, he has become further entrenched in the 

traditional life of the white landowner-businessman. Even General 

Compson realizes that Cass is no son of Sam's wilderness as is Isaac: 

"you [Cass] aint even got a good hand-hold where this boy [Isaac] was 

already an old man long before you damned Sartorises and Edmondses in

vented farms and banks" (p. 250). 

Later, when Issac attempts to justify his repudiation of his 

inheritance, using what he learned from Sam, he finds Cass unable to 

accept his reasoning. With Cass, Sam has not had any effect. In 
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failing to be a father to Cass, Sam has not established a "family" 

that will keep and promote his own beliefs. This failure suggests that 

Sam's way of life cannot be perpetuated and foreshadows Isaac's own 

failure to pass on Sam's way of life. 

We only fully appreciate the extent of Sam's personal failures 

upon reading the whole of development (2). Still, Sam's isolation from 

other people is sufficiently established in entry three so that we see 

his connection with the subject in this segment. 

With Isaac McCaslin, Sam forms the ors'iy wj'y viable relationship 

of his life. To Isaac, he is the father who gives advice on those 

things, hunting and the wilderness, closest to the boy's heart. Also, 

Isaac does try to lead his life according to Sam's principles and does 

want to pass those same principles on to later generations. Ironically, 

Isaac in attempting to do so is unable to form a family. 

This eventual collapse of Isaac's other families does not eli

minate the success of his relation with Sam in entry three of develop

ment (2). We see during the course of this entry the growth of this 

family and, along with its growth, the appearance of those elements 

that make it successful. 

Sam is a conscientious father, passing on his knowledge and his 

philosophy to Isaac and being at Isaac's side when the boy needs him. 

Isaac is just as conscientious a son, modeling himself on Sam and showing 

open concern for the old man. 

Such success presents the countersubject in this third entry of 

development (2). The countersubject is more prominent than the subject 
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in the section. What we learn about Sam's other relationships is gener

ally through inference on our part, while what we learn about Sam and 

Isaac's family is through direct statement and action. 

Throughout the entire of development (2), Sam is the only 

person actually seen instructing Isaac. In entry three, Sam "taught 

the boy the woods, to hunt, when to shoot and when not to shoot, when to 

kill and when not to kill, and better, what to do with it afterward" 

(p. 170). Later, in "The Bear," Sam shows Isaac what he must do to 

find and see Old Ben. Such forest lore becomes one of the most impor

tant factors in Isaac's life, easily seen in the central role hunting 

and the woods play in his conception of his life. 

As the third entry proceeds, Sam becomes more than a teacher 

of hunting and woodsmanship: he teaches Isaac a value system. After the 

hunting lessons, Sam "would talk to the boy about the old days and 

the People [the Chickasaws]" (pp. 170-171). For Isaac, "those old times 

would cease to be old times and would become a part of ... [his] present, 

not only as if they had happened yesterday but as if they were still 

happening" (p. 171). As a result of this fusion of the past and the 

present, Isaac begins to feel the McCaslins' "hold upon it [the McCaslin 

estate] actually was as trivial and without reality as the now faded and 

archaic script in the chancery book in Jefferson which allocated it to 

them" (p. 171). Such a belief is the obvious kernel for Isaac's later 

rejection of this same estate in part four of "The Bear." 

As a dutiful son, Isaac is concerned about Sam. Isaac, upon 

hearing Cass's comparison of Sam to a caged animal, demands that they 
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should "let him go" (p. 167). Later, when Sam collapses on the death 

of Old Ben, he becomes Isaac's major concern. His collapse overshadows 

the culmination of that final hunt for the bear who has obsessed Isaac 

for years. 

Such an apparent display of love and understanding between two 

characters is rare in development (2). When it does appear, it reprr-

sents, as it always does in Go Down, Noses, the countersubject. 

Entry four, beginning with the death of Jobaker and ending with 

the return to Isaac's killing of the deer, introduces only the subject. 

Sam's isolation from others becomes a physical isolation in this section, 

and he even appears to retreat from Isaac. 

Ironically, the tie between Sam and Jobaker only results in 

further isolation for Sam. On Jobaker's death, Sam retreats to the hunt

ing camp, where he only sees people during the brief fall and spring 

hunting trips. By his retreat, Sam destroys the possibility of future 

relationships and again associates his actions with the subject. 

Sam substitutes the wilderness for human relations. Although 

the woods may be attractive, they cannot offer human love and under

standing, for they have no ability to cater to such human needs. The 

values of the successful family are dwarfed and swallowed by the emo

tionless wilderness as is the figure of Sam Fathers at the end of part 

one of "The Old People." 

Sam and Isaac's family does not fare as well in this fourth 

entry as it does in the first and third. Sam makes no attempt to explain 
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his going to Isaac. He tells the boy that "you [Isaac] are ready for 

the Big Bottom now, for bear and deer" (p. 174). Although Isaac under

stands this statement, "he couldn't understand why in March, six months 

before the moon for hunting," Sam leaves for the camp. 

Isaac fully expects Sam to return with the hunters :n November 

and is surprised when Sam remains. Nor does he appear to understand 

Sam's motives for remaining any more than he understood the man's rea

sons for leaving. Although Isaac will eventually come to comprehend 

the overwhelming attraction of the wilderness for Sam, he fails to do 

so here, and it is through such failure that the subject in entry four 

is reinforced. 

The fifth entry, which runs to the end of "The Old People," 

presents only the countersubject. Whatever distance may have existed 

between Sam and Isaac is eclipsed by Sam's final and full acceptance of 

Isaac as his heir and of Isaac's acceptance,of Sam as father. 

Isaac is bound to Sam not only through the blood ritual, but 

also through the shared vision of the buck. They share this experience, 

both not only seeing the buck, the representative of the woods, but also 

accepting it in Sam's words as "Oleh, Chief Grandfather" (p. 184). 

Sam does not have to translate the Chickasaw words since "the boy had 

learned [the Chickasaw language] from listening to him [Sam] and Jobaker" 

(p. 184). Later, when Isaac feels Cass is questioning the reality of 

the experience and thus of the bond between Sam and himself, the boy 

vehemently defends what he saw: "But I saw it I saw him" (p. 187). 
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The family that Sam and Isaac have forged is strong. Isaac 

gives no indication that he rejects or forgets Sam and the old man's 

role as Isaac's father. For Isaac, the blood marking by Sam "merely 

formally consecrated him to that which, under the man's tutelage, he 

had already accepted, humbly and joyfully, with abnegation and with 

pride too ... joining him and the man forever" (p. 165). 

Even as an old man in "Delta Autumn," Isaac remembers the blood 

initiation and what it meant to him and to his life. It is this 

acceptance of Sam's values that leads to Isaac's repudiation of his 

McCaslin heritage: 

My conduct forever onward must become your [the deer's] death; 
marking him for that and for more than that: that day [when 
ha refused to accept the McCaslin estate] and himself and 
McCaslin juxtaposed not against the wilderness but against the 
tamed land, the old wrong and the shame itself, in repudiation 
and denial at least of the land and the wrong and the shame 
(p. 351). 

We should not assume that Isaac's loyalty to Sam is an inevitable 

result of the relationship between the boy and the old man. In the pre

vious sections of the novel, no such interracial relationship has sur

vived. In "The Fire and the Hearth," a similar family could have been 

created, but was not when Roth Edmonds rejects the Beauchamp family. 

So, Isaac's continued acceptance of Sam Fathers and Sam's philosophy as 

a guide for his life is definitely a positive act of love and under

standing. Such an act advances the countersubject. 

The first three parts of "The Bear," those dealing with the hunt 

for Old Ben, comprise the sixth entry of development (2). This entry 
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ends with the death of Sam Fathers and contains both subject and 

countersubject. The subject not only dominates this entry, but all 

of the remaining entries of development (2). 

Isaac's seduction away from human relations by his attraction 

to the wilderness presents the subject in entry six. His consistent 

loyalty to Sam Fathers, however, develops the countersubject. 

Isaac establishes a rapport with the wilderness, quickly 

becoming "a better woodsman than most grown men" (p. 210). His relation

ship with the forest also comes to dominate his life. During entry six, 

his relations with the other hunters are minimal, restricted mostly to 

the mechanics of the hunt. If Isaac is interested in these others, he 

does not show it, spending most of his time away from these men. The 

companionship of the hunt that Isaac finds so attractive at the beginning 

of "The Bear" is rarely visible. The few scenes of such fellowship show 

Isaac as an observer, not as a participant.^ He does not interact to any 

great extent with anyone except Sam Fathers in this section of develop

ment (2). 

Even with Sam, Isaac is distant. Their relationship that pre

dominates in most of the first five entries is itself overshadowed by 

Isaac's growing attachment to the wilderness. 

This bond between Isaac and the woods, the non-human, creates 

distance between him and other people. As we have seen previously, any 

action on a character's part that increases the distance between him 

and others contributes to the subject since one cannot form or maintain 

a family when isolated from others. 
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Isaac, however, is doing more than isolating himself from other 

people. He is substituting his relationship with the wilderness for 

his relationships with people. Equating Isaac's ties with the wilder

ness with his human bonds might seem strange. Yet, if we examine his 

relation to Old Ben, the representative of that wilderness, we see the 

similarities with human relationships. 

Isaac's fascination with Old Ben leads him to seek out the bear. 

This search is like a courtship, in which one individual must pander to 

the desires and foibles of the other. Isaac finds that, in order to 

see Ben, he must strip himself of his gun, watch, and compass, showing 

his ability to accept and cope with the wilderness on its own terms. 

Old Ben is also coy, revealing an interest in the boy on Isaac's 

first hunt, but refusing to show himself. Later, when Isaac has met 

the requirements of divesting himself of gun, watch, and compass, Old 

Ben shows himself briefly. After this encounter, the boy can find the 

bear any time he so desires. 

The relationship is peculiar in more than one sense because the 

only consummation possible is death. Isaac postpones this inevitable 

end by not shooting Old Ben when he has the chance. In doing so, how

ever, he fails to consummate this relationship at all, losing his 

opportunity when Boon kills the bear. Unlike Isaac, Boon only sees the 

practical benefits the wilderness provides such as a whole tree full 

of squirrels. For Boon, the forest is property as it is for Major De 

Spain who sells the hunting camp to the lumber company. 
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Isaac's inability to bring the courtship of Old Ben to an end 

matches the only lines that Cass actually quotes from Keats's "Old to 

a Grecian Urn": "She cannot fade, though thou hast not thy bliss ... 

Forever wilt thou love, and she be fair" (p. 297). "Though thou hast 

not thy bliss" implies the failure of this relationship to provide any 

productive results, for Old Ben is, in Keat's words, Isaac's "still 

unravish'd bride.Isaac is in love with the non-human, and although 

it is very appealing and very attractive, in terms of human relations, 

it offers him nothing. The deficiency in this bond between Isaac and 

the wilderness that replaces Isaac's human ties continues the develop

ment of the subject. 

Isaac does maintain his connection with Sam Fathers, and although 

their family receives less emphasis than in the previous five entries, 

it is still strong. Out of the endurance of this family comes the coun-

tersubject in entry six. 

Isaac continues to learn from San and Sam continues to teach. 

From Sam's knowledge, Isaac learns about the character of Old Ben and 

what he must do in order to find and approach the bear. 

At the end of this entry, Isaac's concern for the old man openly 

surfaces when Sam collapses on the death of Old Ben. The boy, for a 

time, forgets about the bear and his new family, the wilderness. Not 

only does Isaac insist on staying with Sam and Boon after the other 

16. John Keats, "Ode on a Grecian Urn," in Complete Poems and 
Selected Letters, ed. Clarence DeWitt Thorpe (New York: The Odyssey 
Press, 1935), p. 352. 
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hunters leave, but his vehement defense of Boon against Cass's ques

tions implies his loyalty to Sam's final wishes. 

Isaac's continuing allegiance to Sam reveals the strong founda

tion of their family, for only this human relationship is important 

enough to Isaac to eclipse, even temporarily, the wilderness and all it 

represents to the boy. In the remainder of development (2), when Isaac 

must sacrifice something, he will always sacrifice the family. His 

inability to forget or to turn away from Sam in entry six, therefore, 

presents the countersubject. 

In entry seven of development (2), Isaac's relationship with 

his consin Cass starts to crumble as Isaac attempts to justify his 

rejection of the McCaslin estate. The deterioration of Cass and Isaac's 

family presents the subject. Isaac's motives for his actions are based 

partially on a desire to see blacks freed from their social bondage. 

Through this concern on Isaac's part, the countersubject enters briefly. 

Entry seven ends as Isaac begins remembering what he has gleaned from 

the estate ledger books. 

Although Isaac shows no desire to alienate his cousin, he effec

tively does so through his absolute refusal to own the McCaslin planta

tion and through the explanation of his motivation. The two cousins 

become antagonists: neither agrees with the other's view of society. 

They are embroiled in verbal conflict. Even in this entry, we see that 

their two positions are irreconcilable and that the only psosible result 

is a splitting of this family. 
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The impending disintegration of Cass and Isaac's family brings 

the subject into entry seven, for it reveals a basic failure in this 

relationship. A successful family would weather such a crisis as does 

the Beauchamp family in development (1). Both Cass and Isaac are too 

concerned with their respective arguments and not concerned enough with 

their family. By being adamant, they both threaten to sever the bond 

between them. 

In this entry, however, Isaac's motives appear commendable. He 

primarily wishes to see an end to the racial injustice in his society. 

He wishes to see southern society become a large successful family, in 

which no member is illtreated and in which each member is concerned with 

the welfare of all other members. Such a desire for communal acceptance 

of love and understanding presents the countersubject toward the end of 

entry seven. 

Entry eight starts with Isaac's memory of the information in the 

ledger books and runs to the beginning of his attempted distribution of 

the legacy left for James, Fonsiba, and Lucas Beauchamp. Carothers 

McCaslin's apparent incest develops the subject in this section. The 

successful establishment and propagation of Tomey's Turl and Tennie 

Beauchamp's family present the countersubject. 

From the commissary ledger book, Isaac deduces an incestuous 

relationship between Carothers McCaslin and Tomey, Carothers' black 

daughter. Isaac is horrified by his conclusion, seeing in it the com

plete condemnation of his society and its disregard for certain people 

because they are viewed as property to be used and abused. 
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Isaac's deduction, if true, shows a violation of family since 

Carothers places the gratification of his own desires above the rights 

of his child. Such an act shows no love and understanding and advances 

the subject. 

We can never know if such an incestuous relationship did or 

did not exist since none of the information in the ledgers provides 

direct proof of its existence. Isaac, however, believes that his grand

father was guilty of incest, and his belief contributes to his repudia

tion of his heritage. 

This repudiation leads not only to the destruction of Isaac's 

family with Cass, but also the failure of Isaac's marriage, so whether 

or not Isaac's theory is valid, it still presents the subject since it 

is connected with the failure of at least these two families. 

In entry eight, the family that Tomey's Turl and Tennie Beau-

champ worked so hard to establish in the exposition,"Was," proves its 

success. Turl and Tennie find they need to continue their struggle to 

keep that family going, for their first three children die. Their 

determination is reflected in their refusal to cease trying in the face 

of these tragedies. The family does become productive, and Turl and 

Tennie have three more children who live. Such fertility demonstrates 

the family's connection with the countersubject. 

Isaac's distribution of the legacy left his black cousins is 

entry nine. What should be an act contributing toward family unity fails 

and, in its failure, presents the subject. The portrait of Fonsiba's 
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marriage is a second element in the subject's development. In this 

entry, Isaac's desire to help his cousins introduces the countersubject. 

Only in entry nine does Isaac have any real contact with his 

black cousins. Isaac and they may be related, but they hardly form a 

family. Admittedly, the racial barrier is partially responsible, but 

even Roth and Lucas seem closer in their antagonism than do Isaac and 

the Beauchamps. Isaac really does not have any ties with James, Fonsiba, 

and Lucas, and his decision to distribute their legacy is not an attempt 

to establish such bonds. It is an act of contrition, and even as such, 

it fails. 

Isaac, as self-appointed executor of the inheritance of his 

cousins, is hardly a figure of effective action. When he goes in search 

of James, Isaac fails to find him. When he reaches Fonsiba, he discovers 

a woman already destroyed by an unfortunate marriage. He can only insure 

that her money will not be spent all at once by her husband. He is, 

however, unable to do anything more constructive for her, and certainly 

the money can be of little importance to the shattered creature she has 

become. Lucas does not even allow Isaac the opportunity to act, but 

comes to Isaac, demanding not only his share of the money, but that of 

his brother James as well. Isaac is effectively removed from any further 

participation in the Beauchamp family's affairs. 

Isaac's role in this matter should not be exaggerated, for he 

has nothing to do with bringing this inheritance into existence. Nor 

does he add anything to it since he has nothing to add. Additionally, 
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Isaac's role as executor is unnecessary. Lucas's action shows that he 

would have insured the same outcome as does Isaac. 

What Isaac could offer, a true family, he does not. In not 

seeking to form a family with his black cousins, Isaac fails to estab

lish, as he consistently does in development (2), any viable relation

ship. This one dies stillborn, and through its death comes the subject 

in entry nine. 

In this entry, the picture of Fonsiba's marriage also contri

butes to the subject. Her marriage seems promising at first: her 

husband appears strong willed and intelligent. As Isaac discovers, 

however, the man is beset with delusions of the Utopia that he sees in 

the offing: "the curse you whites brought into this land has been 

lifted We are seeing a new era ... this country will be the new 

Canaan" (p. 279). The irony of this vision set against the poverty of 

the farm is not lost even on Isaac. 

When Isaac points out the difficulties of the two's position 

and asks what is to become of Fonsiba, he is answered with a series of 

improvised and impractical plans. If Fonsiba's husband were to recog

nize the true nature of his present life, which he would if he were to 

show concern for his wife, then he would be giving the lie to his 

vision. It is his dream, not his wife, that is important to him. Just 

as Isaac sacrifices his family and all his personal relationships for 

his ideals, so Fonsiba's husband does much the same. The failure of 

this marriage resonates with all of Isaac's failures, giving an added 

depth to the presentation of the subject in development (2). 
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Although Isaac fails to give his cousins anything of value, 

his desire to see them receive their money does show some concern for 

them. From this concern arises the brief appearance of the counter-

subject in this entry. Isaac, unfortunately, is concerned with recti

fying past injustices rather than present ones, and although any soli

citude is better than none, Isaac's concern for past injury mutes the 

intensity of the countersubject. 

The return to the discussion between Isaac and Cass marks the 

beginning of the tenth entry of development (2). This entry concludes 

as the episode dealing with Isaac's legacy from Hubert Beauchamp commen

ces. Only the subject, presented through the final deterioration of Cass 

and Isaac's family, is introduced in this section. 

Isaac in rejecting Cass's values and the values of their society 

also rejects the family that Cass offers. Cass can never bring himself 

to agree with Isaac, to give up his beliefs: "I would deny even if I 

knew it were true. I would have to I am what I am; I will be 

always what I was born and have always been" (pp. 299-300). 

This shattered relationship is symbolized when Isaac insists 

that Cass stay the night with him in Cass's town house. Cass refuses, 

saying, "Why should I stay here in my house when you wont sleep yonder 

in yours" (p. 308). 

A failed family represents the subject, but this family fails 

because Isaac refuses to accept the commonly held sentiments about 

blacks. This prejudice results in an insurmountable barrier against 
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love and understanding. Isaac, in rejecting the stereotype does not 

necessarily arrive at love and understanding. To Isaac, blacks repre

sent some unspoiled perfection of human nature that the whites have lost 

through their concern for property: "they [the blacks] are better than 

we are. Stronger than we are" (p. 294). Although Isaac's feelings 

show a commendable desire to see blacks in a better light than his cou

sin, they do not show any true understanding. All Isaac does is to 

substitute one stereotype for another. Just as the prevailing stereotype 

allows the other whites to avoid treating blacks as human beings, so 

this new stereotype allows Isaac to avoid doing much the same. Isaac 

can excuse any imperfections he sees in blacks as solely the product 

of white society: "their vices are vices aped from white men" (p. 294). 

Of course, Isaac is partially correct since environment plays a signifi

cant role in the development of any person's character, but so do a 

person's inherent capabilities and potentialities. Understanding of 

people comes from recognizing and accepting, rather than attempting to 

theorize away, their imperfections as well as their merits. Isaac is 

not interested in blacks as human beings, but rather as embodiments of 

his ideals. 

Although Isaac's view of blacks is just as stereotypic as that 

of his society, his stereotype is preferable to the prevailing one. A 

problem, however, arises from the nature of any stereotype. Stereo

typing allows one to assess and to judge another person's character not 

through any understanding of that person, but by the use of a series of 
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pre-conceived standards. Understanding, therefore, is the one thing a 

stereotype cannot provide, and those who fail to understand others in 

Go Down, Moses advance the subject. 

By the end of entry ten, Isaac has destroyed his tie with the 

McCaslin family and has failed to establish any relations with his black 

cousins. His only other blood relative is his uncle, Hubert Beauchamp. 

As we discover in entry eleven, Hubert, unlike Sam Fathers, has left 

Isaac nothing of value, least of all the memory of a successful family. 

Isaac's memory of Hubert Beauchamp and Hubert's legacy form entry 

eleven. As with the previous entry, only the subject appears. 

Hubert leaves Isaac nothing but a battered coffee pot filled 

with IOU's and a memory of Hubert's contentious relationship with his 

sister, Isaac's mother. Like the McCaslins, Hubert has only a material 

legacy for Isaac; neither the McCaslins nor Hubert pass on to Ike any 

sense of family. What values each has to offer are derived from the 

property and status conscious society of the antebellum south. These are 

the very values that Isaac rejects along with the McCaslin estate. 

Ironically, Hubert's bequest is materially worthless, whereas 

the McCaslin plantation is not, but the coffee pot and the IOU's repre

sent the absence of human values in both legacies. Neither provides 

Isaac with a successful family and neither teaches him about love and 

understanding. Isaac may learn about human indifference and the evil it 

can cause from the McCaslin ledgers or of the empty pretentiousness of 

material concerns from Hubert's coffee pot, but recognizing that some

thing is wrong does not always lead one to know what is right. 
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Certainly, Hubert Beauchamp offers Isaac no guidance. Only in 

entry eleven does Isaac think about Hubert, and he is only amused at 

his uncle's foolish gift and at his one memory of Hubert and Sophonsiba 

together. Isaac gives no indication that he feels any closeness to 

this man or feels in any way indebted to him. For Isaac, Hubert is his 

uncle in name only. They share no actual family, and the absence of 

such familial connection brings the subject into this entry. 

Reinforcing the subject's development in this section is Isaac's 

brief recollection of Sophonsiba and her brother Hubert. This memory 

merely confirms the lack of genuine affection that was seen in "Was." 

When Sophonsiba runs o1 Hubert's black mistress and berates him, she 

shows no sign of understanding his needs at all. Her only concern, as 

it has always been, is with the good name of her family house, which now 

is "Defiled! Defiled" (p. 303). The two thus contribute a chord to 

the subject's presentation. 

Entry twelve of development (2) is the marriage of Isaac McCaslin. 

Both the subject and the countersubject appear in this section and are 

developed through the portrait of this marriage. The countersubject is 

very faint since Isaac and his wife do not establish a successful family. 

Isaac no longer has a family: Sam is dead, and Cass is alien

ated. For Isaac to justify his rejection of his McCaslin heritage and 

his loyalty to Sam, he must have heirs. Logically, then marriage can 

provide him with the needed progeny, and so, he marries. His desire to 

have children and to teach them his ethical system very briefly brings 
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the countersubject into this entry. The countersubject, however, 

quickly disappears because the marriage fails. 

The failure of Isaac's marriage prevents him from having chil

dren, particularly sons, to whom he might pass on his philosophy. For 

Isaac, only the skeletal mockery of a family remains. He does not even 

possess as much success as his parents did. 

The barrenness of this marriage of Isaac's also reflects the 

absence of true love between its participants. Millgate seems to feel 

it is "a union begun in love and passion,"^ but no evidence exists for 

such a conclusion. The only conversation we see between Isaac and his 

prospective bride shows her interest in the McCaslin land: 

"Papa told me about you. That farm is really yours, isn't it?" 
and he 

"And McCaslin's:" and she 
"Was there a will leaving half of it to him?" and he 
"There didn't need to be a will We were the same as 

brothers:" and she 
"You are the same as second cousins and that's all you ever 

will be" (p. 311). 

The woman gives no indication of loving Isaac. At the end of 

entry twelve, she denies Isaac future sexual intercourse and any possi

bility of "that son you talk about" (p. 315) because he will not return 

and claim his inheritance. This act shows nothing but a cold, mercenary 

interest in Ike. 

Nor does Isaac show any real love for his wife, nothing akin to 

that displayed by either Rider or Lucas Beauchamp. The sight of his 

wife's naked body tempts Isaac momentarily into agreeing to accept his 

17. Millgate, p. 204. 
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and not love. If Isaac is in love with his wife, he should have been 

ready to compromise as does Lucas in order to save his marriage to Molly 

at the end of development (1). Instead, Isaac chooses the cold, unpro

ductive ideals he professes, cutting himself off forever from any 

biological family and contributing to the subject's development. 

In entry thirteen, Isaac returns to the wilderness. His continu

ing loyalty to his relationship with the woods presents the subject. 

His faithfulness to the memory of his and Sam's family presents the 

countersubject, although again the subject is the thematic focus of this 

section. This entry ends with the episode of Boon and the squirrels. 

As in entry six, Isaac has few contacts with any humans. We see 

him mainly in relation to the forest, which he intends to "be his mis

tress and his wife" (p. 326). We have seen all of Isaac's other rela

tionships, except that with Sam, fail, and by entry thirteen, Isaac's 

only extant relationship is with the wilderness. Yet, as we saw in 

entry six, this relationship is not successful. It is barren, and it 

produces nothing. 

In this thirteenth entry of development (2), the woods that Isaac 

loves so much are about to be destroyed, and Isaac is helpless to do 

anything about the destruction. In "Delta Autumn," the wilderness has 

been compressed down into a small section of the state. The wilderness 

no longer produces offspring, but rather, its previous progeny are being 

eliminated. 
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Such a retroactive process fits well with Faulkner's contention 

that "to me, the wilderness was man's past, that man had emerged. The 

18 bear was a symbol of the old forces," "an old obsolescence ... that 

19 20 
held to the old ways" and that "must be reduced." Although the 

wilderness was an important and necessary force in the past, its role 

in the present is replaced by new forces. Even if we detect regret 

for its passing, we see that such regret must give way to the reality of 

change. 

Oddly enough, Isaac realizes that such is the case, for in 

"Delta Autumn," he sees that "its [the wilderness'] purpose was served 

now and its time an outmoded time" (p. 343). Still, he clings to his 

ties with it, unwilling to admit that the relationship itself is just 

as outmoded and purposeless as the wilderness1 old role. 

Isaac's bond with the forest does not help in any way with his 

various familial connections. Instead, it seduces Ike away from human 

relations, and anything that weakens the tie between people in this 

novel is an element of the fugue subject. 

Isaac's failure to form a family that will "carry even the 

rememberance of it [Isaac and Sam's way of life]" (p. 326) into the 

future finds an echo in Boon's claim to the tree filled with squirrels. 

While Sam Fathers is alive, he exacts respect and loyalty from Boon. 

Boon even kills Sam upon the old man's request and then attempts to 

18. Meriwether and Mill gate, Lion in the Garden, p. 115. 

19. Meriwether and Mi 11 gate, Lion in the Garden, p. 140. 

20. Meriwether and Millgate, Lion in the Garden, p. 135. 
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keep Cass from removing Sam's body from the Indian funeral platform for 

burial. For all of this loyalty, Boon has not altered his way of life 

or his views. He is still a believer in property as can be seen in 

his claim to the "forty or fifty ... [squirrels] leaping and darting 

from branch to branch" (pp. 330-331): "Dont touch them! Dont touch a 

one of them! They're mine" (p. 331). 

Unlike Isaac, he cannot relinquish his concept of property and, 

in his inability to do so, demonstrates how unsuccessful his relation

ship with Sam has been. This episode is the endnote of entry thirteen, 

and with its implication of the failure of Boon and Sam's relationship, 

it closes this segment with the subject in ascendancy. 

Isaac, however, remains steadfast to his memory of Sam and of 

their family. He shows his constancy by placing at Sam's grave "the 

twist of tobacco, the new bandanna handkerchief, the small paper sack 

of the peppermint candy which Sam had used to love" (p. 328). This 

gesture parallels Lucas's gift of candy to Molly at the end of develop

ment (1), reaffirming the strength of their marriage. Isaac's action 

asserts the tenacity of his bond with Sam even two years after the old 

man's death. This affirmation on Isaac's part presents the counter-

subject in this entry. 

In the last two entries of development (2), only the subject 

appears. The disappearance of the countersubject removes any ameliora

tive effect it might have had on the ending of this second section of 

development. The last notes are the subject's, the dominant fugue-

analog theme in this part of Go Down, Moses. 
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Entry fourteen begins with Isaac, now an old man near eighty on 

another hunting trip and ends with him expecting Roth Edmonds' visitor. 

We have finally reached the Isaac McCaslin of the first entry of the 

novel's exposition, "Was." He is the man who is "uncle to half a 

county and father to no one" (p. 3). 

Denied children, Isaac attempts to find heirs among his younger 

hunting companions. He has the example of Sam Fathers who founded a 

family with Isaac even though neither was related to the other. Isaac's 

success at being an uncle to the other hunters, however, is non-existent. 

Although Legate and the others do seem to be concerned about 

this old man who hunts with them every year, they tinge their concern 

with sarcasm: "you [Isaac] go on over under that driest tree and set 

down if you can find it" (p. 343). Legate consistently ridicules, 

although gently, Isaac on the trip from Jefferson: "of course an old 

man like Uncle Ike cant be interested in no,doe But of course a old 

man like Uncle Ike aint got no interest in nothing like that" (p. 337). 

Later, Isaac tries to enter into an argument between Roth and another 

hunter, but without success. The two simply ignore him: '"I deny 

that,' the old man said. 'I dont—' The other two paid no attention to 

him" (p. 346). 

Isaac cannot pass along his values and way of life if he is 

ridiculed. For him to be an effective "uncle" or "father," he must have 

his advice and opinions taken seriously by those he wishes to influence. 

The hunters, however, see him as an amusing nuisance and certainly show 
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no emotional attachment to him. The relationship between Isaac and 

these others is a failure as a family. 

Isaac has no more success establishing familial bonds with Roth 

Edmonds, grandson of Isaac's cousin Cass, than he has with any of his 

immediate family. Roth is openly contemptuous of Isaac, feeling that 

his view of human nature is stupidly simplistic as well as wrong: "so 

you've [Isaac has] lived almost eighty years And that's [that most 

men are good] what you finally learned about the other animals you lived 

among. I suppose the question to ask you is, where have you been all 

the time you were dead" (p. 345). 

Isaac's sole function in Roth's life is to deliver the message 

and money to the woman. Except for this function, Isaac is merely an 

irritation that Roth generally finds easy to ignore. Certainly neither 

man displays love nor understanding of the other. 

In this entry, Isaac has no relationship that even remotely 

resembles a family. He has failed completely to establish any ties 

beyond a superficial bond of convenience with either the other hunters 

or Roth. None of these other men are proteges who will accept and 

propagate Isaac's values and way of life. They either, like Legate, 

are amused by Uncle Ike's opinions or, like Roth, are contemptuous of 

him. All of these factors contribute toward the fugue-analog subject 

in this entry. 

The subject enters one last time in the fifteenth and final 

entry of development (2). Both Isaac and Roth, in rejecting James 
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Beauchamp's granddaughter, contribute to the presentation of the 

subject. Isaac's repudiation destroys his last chance to establish a 

bond with another human being. Roth's rejection crushes his opportunity 

to form a family that might contain the love and understanding he lost 

with the Beauchamps. 

Isaac's actions have separated him from his wife and from Cass. 

He has been unable to bridge the distance between himself and his black 

cousins, Roth Edmonds, or the younger hunters. Even his successful rela

tionship with Sam Fathers is distant in time. 

So, when Isaac rejects Roth's mistress and child, he completes 

the isolation that he has been constructing for himself. Not only does 

he withhold understanding from another human being, he turns away a 

member of his own family. Such denial is a part of the subject. 

Isaac offers neither love nor understanding to the woman and her 

son. Instead, all he can bring himself to do is to give the old hunting 

horn to the boy. This horn is a useless object for the child and a 

symbol of Isaac's equally useless ideals, which he has substituted for 

human relations. 

This failure to love and to understand leads Isaac to repudiate 

in this final entry of development (2) his cherished aim of correcting 

his society's faults. This woman and her child, seeking acceptance, 

represent a beginning of "the new society for which Isaac gave up the 

McCaslin land. In rejecting the woman's appeal, Isaac denies everything 

around which he has centered his life and has made nonsense of his 

sacrifices. 
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Isaac is an old man, and his age partially accounts for his 

reluctance to become involved with this young woman and her baby. Age, 

however, is not a barrier to new experiences in this novel. Isaac's 

father marries and fathers a child when he is near seventy. Lucas 

Beauchamp, in his late sixties, becomes enthusiastic about the search 

for gold. As an old man, Sam Fathers becomes teacher and father to 

Isaac. Isaac should then be able to offer the woman more than he does. 

If Isaac were truly capable of love and understanding, he would 

do more than tell the woman to "get out of here! I can do nothing for 

you! Cant nobody do nothing for you" (p. 361). To him, all of her 

troubles are solved simply by her going back north and marrying a black 

man. He completely fails to recognize the depth of feeling she holds 

for Roth. 

Ironically, Isaac who defended blacks against his cousin's 

stereotyping of them falls prey to the same prejudices. To him, the 

woman is a "nigger," and her intense feelings do not fit the traditional 

stereotype. Like the white deputy in "Pantaloon in Black," Isaac reveals 

a belief that blacks are incapable of deep, abiding love. This belief 

is particularly ironic since one of the virtues Isaac claims blacks 

possess is "fidelity" (p. 295). When the woman asks Isaac "have you 

lived so long and forgotten so much that you dont remember anything you 

ever knew or felt or even heard about love" (p. 363), she implies 

that he has merely forgotten about love. In actuality, throughout his 

life Isaac has learned or understood little about love. This deficiency 
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in Isaac not only accounts for his inability to establish a successful 

family after Sam's death, but also provides another element for the 

subject's development in this entry. 

Significantly, Isaac, lying on his cot in the tent with his 

hands crossed, resembles a corpse in its shroud. As Roth recognizes, 

Isaac McCaslin is spiritually dead, cut off emotionally from other 

human beings. 

Roth's rejection of James Beauchamp's granddaughter is another 

element in the presentation of the subject in this fifteenth entry of 

development (2). In development (1), we saw that Roth leads an emotion

ally barren life. He has no family since the only one, the Beauchamps, 

in which he had been accepted and loved, he rejected. When he is 

finally offered another family in which he could find such love and 

understanding, he also rejects it. 

The woman certainly loves Roth. Even when she knows that he will 

not change his mind since "I believed him" (p. 358), she makes one last 

appeal by appearing at the hunting camp. Roth, however, has no room for 

love, and as in "The Fire and the Hearth," he remains a man who rejects 

the family, no matter what the consequences are to himself. 

We might feel that the child should connect this relationship 

with the countersubject. Single children families such as that of 

Sophonsiba and Buck McCaslin, however, are more readily associated with 

the subject. The one child emphasizes the sterile emotional nature of 

one or more of the partners in the family. We are led to wonder if the 
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fate of Roth and his mistress' child is not to be similar to that of 

Butch, who is seen immediately in the next chapter, "Go Down, Moses." 

As Isaac McCaslin discovers, the successful family and the 

values it represents are elusive. In development (2), we see how rare 

those successes are, for such families are not easily begun or main

tained. After Sam Fathers' death, Isaac fails consistently to form or 

to keep any viable relationships. 

Certainly, not all the factors adversely affecting a family can 

be controlled by family members, but the successful family does not allow 

itself to be destroyed by such externals. Tomey's Turl and Tennie 

Beauchamp do not let the death of their first three children undermine 

their family. 

The worst threat to the family is internal. In development (1), 

Lucas poses a far greater danger to his marriage than Zack Edmonds ever 

does. In development (2), Isaac is the cause of his constant familial 

failures. 

The character of Isaac McCaslin has misled many readers into 

believing, as does Swiggart, that "Faulkner makes a determined effort to 

21 
create a rational character who functions as a genuine moral agent." 

Isaac's attitudes are often commendable. He is upset by his grand

father's supposed incest. By not accepting the McCaslin estate, he 

refuses to become a part of the system that has caused injustice not 

only for his black relatives, but also for all southern blacks. Further, 

21. Peter Swiggart, The Art of Faulkner's Novels (Austin: Uni
versity of Texas Press, 1962), p. 18. 
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Isaac's rapport with the woods and his appealing forest mystique all 

contribute seemingly to make him, as Early says, a "decent, sane, 

22 
moderately intelligent human being." 

If we look more closely at Isaac's life and ask ourselves just 

what Isaac has accomplished, we begin to see Isaac's failure. After 

Isaac repudiates his heritage and gives Lucas his share of the legacy, 

he does nothing for the rest of his life except his carpentry and his 

hunting. Even Swiggart, who feels Isaac is a moral agent, notes Isaac's 

23 "social ineffectuality." Isaac argues in part four of "The Bear" that 

he is the end product of God's plan to rid the south of the aftereffects 

of slavery. This contention leads Tick to believe that "Ike's powers 

24 
are unique" as "no one else can shed the south's sinful heritage." 

In development (2), however, no evidence exists for such a conclusion. 

Rather Millgate is closer to the truth when he observes that "Ike's 

life is a failure, primarily because he allows himself to rest in nega-

25 
tion, in repudiation, and rejects all opportunities for affirmation." 

Isaac appears unable to act, and this inability is at the core 

of his failure. Such a conclusion fits well with the comments Faulkner 

made about Isaac McCaslin. Faulkner felt that "a man ought to do more 

than just repudiate. He [Isaac] should have been more affirmative instead 

22. Early, p. 19. 

23. Swiggart, p. 18. 

24. Tick, p. 73. 

25. Millgate, pp. 208-209. 
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26 
of shunning people." He goes on to say later that "there are some 

people in any time and age that cannot face and cope with the problems 

[they see in their society] He [Isaac] says, This is bad, and I 

27 will withdraw from it." Swiggart's moral agent, Isaac McCaslin, is 

anything but such an agent. Instead, he fails to meet the obligations 

of his vision and betrays his cherished values through inactivity. 

For Isaac, the whole delusion of ownership is the root of the 

evil he sees in his society, and it is a delusion in which he does not 

wish to participate. Therefore, he refuses the McCaslin estate. 

Such an act may free Isaac of the evil of ownership, the abuse 

of the land and the direct or indirect enslavement of blacks, but it 

does nothing to change his society. In rejecting his heritage, Isaac 

no longer has any way of changing that society. His only effective 

power would have arisen from his position as a landowner, which he never 

becomes. We need only look at the estate as it is run under Roth 

Edmonds in "The Fire and the Hearth," some fifty years after Isaac 

leaves it with Cass, to realize that the tenant farm system has not 

changed at all. If Isaac had wished to begin revolutionizing his 

society, he could have picked no better place to start than his own 

land. Instead of taking an active role in reforming his culture, Isaac 

levels his criticisms against it and then refuses to take any sort of 

active part in that society again. 

26. Meriwether and Mill gate, Lion in the Garden, p. 225. 

27. Gwynn and Blotner, University, pp. 245-246. 
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Isaac's inability to act is reflected in his unsuccessful 

family life. His philosophy should have led him to accept love and 

understanding, but his inept personal relations show that he cannot 

generally extend such love or understanding to individuals. Like Buck 

and Buddy McCaslin, Isaac cannot achieve anything but an intellectual 

concern for whole groups of people such as the southern blacks. Like 

his father and uncle, he holds a philosophy allowing no room for the 

uniqueness of each individual's problems. 

Only with Sam does Isaac seem to reach an individual understand

ing, and yet, what this family teaches Isaac leads to the failure of 

Isaac's other relationships. Like Rider in "Pantaloon in Black," Isaac 

is too devoted to one person, and this devotion does not allow room for 

any replacement. The act of loving and understanding is more compli

cated than mere loyalty to the memory of one person, for it must be 

extended to others for complete success. 

Significantly, the symbol of the fire and the hearth, the symbol 

of the successful family, is absent from development (2). Only the 

transitory campfire of the hunters in "The Old People" and in "The Bear" 

or the stove of "Delta Autumn" are present. Both lack the constant 

heat and warmth of the fire and the hearth, for both campfire and stove, 

although at their height burning brightly and giving off a good deal of 

heat, die quickly. Neither represents the permanence of the fire and 

the hearth. Even though the hunt and the companionship of the hunt can 

produce intense moments of personal satisfaction, such satisfaction is 
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shortlived. When Isaac goes to ask permission of Major De Spain to 

hunt one last time at the old camp, he finds the man with whom he has 

shared several spring and fall hunting'trips polite, but distant, The 

bond of the hunt has risen and fallen as quickly as the hunting fire. 

Around such fires, Sam tells Isaac of the Chickasaw, and around 

such, Isaac learns Sam's ways: "then he would talk to the boy, the two 

of them sitting ... beside a fire" (pp. 170-171). The tie between the 

two remains, yet the lack of the fire and the hearth's solidarity shows 

that the success of this family is shortlived. By the end of develop

ment (2), Isaac has failed to insure the survival of this family beyond 

his own death. 

The presentation of subject and countersubject in development 

(2) is more complex than in development (1). More elements interact to 

advance each entry of the fugue-analog themes, particularly of the sub

ject. In development (1), Lucas's role in the Beauchamp family is the 

main element for subject and countersubject presentation. In develop

ment (2), Isaac is involved in seven different relationships that con

tribute to subject and countersubject, and the interconnections between 

these relationships and Isaac's effect on them increases the intricacy 

of this part of the fugal development. 

The patterning of the various entrances of subject and counter-

subject allows us to see Isaac progressing through one relationship, 

shifting to another, returning to a previous one. It leads us, however, 

to the inevitable end of Isaac McCaslin's life and his final rejection 



of the values of love and understanding. So, development (2) with its 

ultimate emphasis on the subject is counterpointed to development (1) 

with its final emphasis of the countersubject. 



CHAPTER 6 

CODA: "GO DOWN, MOSES" 

If Go Down, Moses concluded with development (2), most readers, 

despite development (1), would feel that the rejection of love and 

understanding is almost preordained and that little or no hope for the 

acceptance of these values exists. The coda of the novel, "Go Down, 

Moses," however, shows that, although rejection is the more common of 

these two alternatives, it is not inevitable. 

Although Faulkner is often a pessimistic writer, seeing a great 

deal of failure and suffering in human lives, he is not completely or 

simply a pessimist. In most of his works, he reveals a faith in human 

durability. He shows this faith through the character of Dilsey in The 

Sound and the Fury, with Lena Grove's story in Light in August, and with 

Bayard Sartoris' refusal to duel at the end of The Unvanquished. In Go 

Down, Moses, this pessimism is undercut by the dominance of the counter-

subject in development (1) and in the coda. 

The novel's coda then ends on the countersubject alone, empha

sizing that Go Down, Moses is also about acceptance of love and under

standing as well as rejection. The subject may be the main thematic 

focus of much of the novel's fugal development, but the countersubject 

is of importance to that development as well. 

185 
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Faulkner, of course, makes his ending realistic. Love and 

understanding do not sweep the entire south or even Jefferson, but they 

are seen working successfully in the "family" that Molly Beauchamp and 

Miss Worsham have made for themselves. Such a family offers us hope for 

a wider acceptance of these values by both blacks and whites. 

Most fugues conclude with a codaJ The coda is a musical epi

logue, "which sums up and clinches the arguments already presented by 

the polyphonic treatment, and so corresponds roughly to ... the conclu-

2 
sion of an essay." Although part of the development section of the 

fugure, the coda follows after the main presentation and elaboration of 

subject and countersubject, and even though related to the rest of the 

3 
composition, it is complete in itself. The coda's purpose is to fur

nish a resolution of the work's themes: "it is reasonable when all the 

variations are over to add a passage of sufficient importance to repre-

4 sent the conclusion of the whole." 

The recognition that "Go Down, Moses" functions as a coda or 

epilogue to the whole novel is not new. Brooks notes that "the title 

section of the novel ... constitutes a sort of coda to the work as a 

5 
whole," and Mellard observes that "'Go Down, Moses' ... brings the 

1. Bernstein and Picker, p. 187. 

2. Westrup and Harrison, p. 146. 

3. "Coda," Grove's, II, 362. 

4. "Coda," Grove's, II, 362. 

5. Brooks, p. 275. 
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0 
narrative rhythm to a proper close." Such a conclusion about "Go Down, 

Moses" is logical. Although neither Lucas Beauchamp nor Isaac McCaslin 

is present and although the protagonist is Gavin Stevens, a non-McCaslin 

white, the McCaslin family is represented in this section by Butch or 

Samuel Worsham Beauchamp, Lucas's grandson, and by Molly Beauchamp, 

Lucas's wife. The presence of Butch and Molly makes this section a 

McCaslin story, even if it appears peripheral to some readers. Its 

inclusion in the book, therefore, has never been questioned as has the 

inclusion of "Pantaloon in Black." 

Faulkner had to make few changes to fit "Go Down, Moses" into 

the novel. The chapter runs 5000 words to the magazine version's 4500 

words, a difference of only five hundred words, reflecting the paucity 

of the alterations. As in the revisions of other sections of the novel , 

Faulkner made some changes in wording and syntax, although far fewer 

such modifications than previously. 

In the magazine version, Gavin Stevens knew Molly Beauchamp 

before she appears in his office: "he [Gavin] would not have been sur

prised [at her brother being Hamp Worsham] even if he had never seen the 

7 
old Negress before." In the novel, however, Gavin has never seen Molly 

prior to her visit and does not recognize her: "he had known Hamp 

Worsham all his life, though he had never seen the old Negress before" 

(pp. 371-372). By making Molly a stranger to Gavin, Faulkner increases 

6. Mellard, p. 145. 

7. William Faulkner, "Go Down, Moses," Collier's, 25 January 
1941, p. 19. 
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the emotional distance between the two. Molly is a mere black stranger 

whom Gavin can dismiss through stereotyping. 

Faulkner also added short passages to the magazine version 

when incorporating it into the book. Although the symbol of the fire 

and the hearth appears in the story, it is described slightly differ

ently than in the novel. Where in the magazing "the brick hearth" 
O 

holds "the ancient symbol of physical coherence," in the novel, it holds 

"the ancient symbol of human coherence and solidarity" (p. 380). "Physi

cal coherence" connotes an external or surface relationship. The 

change of "physical" to "human," however, gives depth co the relation

ship. The ties of Molly, Miss Worsham, Hamp, and Hamp's wife are emo

tional bonds rather than bonds of proximity. The addition of the word 

"solidarity" reminds us of the "solidity of heat" (p. 51) that was used 

to describe the hearth of Lucas and Molly Beauchamp in development (1). 

This word also makes this "family" in the coda seem unshakable and per

manent. Such an alteration strengthens this group's connection to the 

countersubject. 

Faulkner added a short passage in describing Gavin's hasty 

retreat from the Worsham house that emphasizes the man's panic. In the 

9 
story, "he went down the hall, fast," whereas in the novel, "he went 

down the hall fast, almost running; he did not know whether she [Miss 

Worsham] was following him or not" (p. 380). With the addition of this 

passage, Faulkner has made Gavin's rejection of the "family" more 

8. Faulkner, "Go Down, Moses," p. 46. 

9. Faulkner, "Go Down, Moses," p. 46. 
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violent. He thus divorces Gavin more emphatically from an understanding 

of these people and their relationship than he does in the magazine 

version. 

Although Faulkner did make such changes, he left the spelling 

of Molly's name as it was in the magazine, "Mollie." Such an over

sight may have been due to carelessness on Faulkner's part. In insur

ing the thematic relation between the coda and the rest of the novel , 

he :.<ay have neglected to check his previous spelling of Molly's name in 

"The Fire and the Hearth." 

The coda requires no intricate development. As with the expo

sition, "Was," the presentation of subject and countersubject is 

straightforward. Characters are either associated with the subject 

or countersubject. Gavin Stevens and Butch advance the subject, and 

Molly and Miss Worsham advance the countersubject. 

Unlike Butch, we do not see Gavin Stevens in the context of a 

biological family nor in the context of a substitute family as we do 

Miss Worsham. When Gavin is faced with such an alternative family, he 

refuses to acknowledge that it has anything to offer him. 

The major black and white characters in the coda are distributed 

equally between the two fugue-analog themes. Such a balance fits well 

with the positive ending of the coda. It shows that this southern 

society is not hopelessly frozen into the societal patterns that have 

dominated it from the antebellum period to the present. 

This balance further reflects the complexity of human relation

ships that have been brought out by Faulkner in development (1) and 
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development (2). We have seen that most of the major characters in this 

novel have some connection with both subject and countersubject. Such 

dual association reveals that neither the black nor the white characters 

are emotionally simplistic. 

The potential to form a viable family is within everyone. 

Human nature being as imperfect as it is means, however, that this po

tential remains unfulfilled for most people. Thus, "Go Down, Moses" 

offers nothing but a muted triumph of the values of love and under

standing. Rejection is still an important and obtrusive part of the 

fugue-analog development in the novel's coda. 

"Go Down, Moses" has five entries. The subject appears three 

times, once without the countersubject; it does not dominate either of 

the other two entries. The countersubject appears four times, twice 

alone; it is the predominate theme in the other two entries. Figure 7 

shows the schematic for the coda's development. 

Entry 1 Entry 2 Entry 3 

Subject Countersubject Countersubject 

— Subject — 

Entry 4 Entry 5 

Countersubject Countersubject 

Subject — 

Figure 7. Schematic of "Go Down, Moses ," the coda. 
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The coda opens with the sole entrance of the subject. The ob

vious indifference of Samuel Worsham Beauchamp, Butch, about himself 

and about his family and about his grandmother, Molly, presents the 

subject. This first entry ends as the narrative shifts to Gavin Stevens 

in Jefferson. 

Butch is an individual who has failed to tap the potential for 

loving and understanding. His linkage with the subject is complete. 

At the opening of the coda, we see him in his cell just prior to his 

execution for murder. Unlike Rider, who commits murder out of emotional 

desparation, Butch appears to have killed coldly, without passion. He 

gives no hint of emotion as he answers the census taker's questions and 

as he waits for his death. 

The only emotion in this scene is the census taker's agitation 

at the thought of Butch's impending execution. Butch, himself, is as 

hard and unmoving as the bronze head to which his own is compared: 

"the head resembled a bronze head, imperishable and enduring" (p. 369). 

As with Popeye in Sanctuary, we perceive something mechanical about this 

man as he lies on his cot automatically smoking cigarette after cigar

ette with his hair like "a cap ... with the appearance of having been 

lacquered" (p. 369). Butch has divorced himself from humanity, and 

more than any other character in this novel is incapable now of love or 

understanding, even of himself. 

This divorce is reflected in his reply, "no family" (p. 369), 

to the census taker's question about relatives. Such a claim appears to 
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contradict his later confession that he has a grandmother. Since he 

does not know if she is alive and does not care, he is telling the truth 

that he has no family. Additionally, Butch has not started a family of 

his own. His complete lack of family as well as his complete indiffer

ence to the matter makes it impossible for him to be anything but a 

representative of the fugue-analog subject. 

The coda's second entry, dominated by the countersubject, con

tains both fugal themes. Gavin Stevens' memory of Butch's family life 

presents the subject, and Molly Beauchamp's desire to find Butch intro

duces the countersubject. This entry ends as Gavin's memory of Butch 

concludes. 

Through Gavin's remembrance, we discover that Butch is a product 

of a broken home: "orphaned of his mother at birth and deserted by his 

father" (p. 372). His father's actions demonstrate a rejection of love 

and understanding, and Gavin feels that Butch has "something in him from 

the father ... some seed not only violent but dangerous and bad" (p. 

372). Certainly, Butch, like his father, has rejected the idea of the 

family. 

As Isaac McCaslin and Roth Edmonds are children of parents who 

represent the subject, so Butch is the product of such a parent. Molly 

Beauchamp is unable to overcome this inherent failing in Butch just as 

she is unable to overcome it in Roth Edmonds. Just as Roth repudiates 

the Beauchamp family and associates his actions with the subject, Butch 

deserts the same family in an action that links him with the subject 

again. 
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The countersubject dominates this second entry because it 

arises from the strength of Molly Beauchamp's desire to find her 

grandson. She cannot be discouraged or dissuaded from her goal by any 

obstacle, even Butch1s character. Butch certainly has little to recom

mend him, but Molly is not concerned with his personality. 

Her response is not based in logic, but in emotional need. She 

is not concerned that Roth Edmonds had the right to order Butch off his 

farm when "he had caught the boy breaking into his commissary store" 

(p. 373). She only recognizes that Roth had separated her family, and 

she wants her grandson back. 

Molly, as with Tomey's Turl and Lucas Beauchamp, must overcome 

physical distance to reunite her family. She is determined to do so, 

perhaps not recognizing or simply ignoring that Butch's physical pres

ence would never be accompanied by a corresponding emotional presence. 

Again, Molly is not concerned with logic, but with her need for a whole 

family. 

Molly's desire to find and to bring home Butch represents the 

success of this biological family. Even though Butch has repudiated 

his family, he has not been repudiated in turn. Molly's refusal to 

allow anything, Butch's action or his death, to come between her and 

her sense of family shows the basic resiliency of those who struggle to 

maintain that same samily. Such resiliency portrays the countersubject 

in this second entry of the coda. 

The countersubject makes a sole appearance in entry three, the 

interview between Gavin Stevens and Miss Worsham. Miss Worsham quietly 
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makes the familial connection between her and Molly: "Mollie and I were 

born in the same month. We grew up together as sisters would" (p. 375). 

Although the two women are apparently unrelated, they have formed a 

family as did Isaac McCaslin and Sam Fathers. 

Miss Worsham's claim in itself means nothing. Roth Edmonds 

spent his first five years as a brother to Henry Beauchamp, but ulti

mately rejected the relationship. 

Miss Worsham, however, demonstrates that she feels Molly is part 

of her family. Gavin realizes that Miss Worsham "has walked to town in 

this heat" (p. 376) to see that Molly's affairs are handled properly. 

When she learns of Butch's execution, she instructs that the body be 

brought back to Jefferson and that it be in a coffin, "not just a box" 

(p. 377). She even insists upon paying the expenses, although she 

underestimates their extent. 

More importantly, Miss Worsham reveals her understanding of and 

concern for Molly. She knows that Molly "will want to take him [Butch] 

back home with her" (p. 376). Unlike Gavin, who is surprised that Molly 

would want Butch's body, Miss Worsham knows that "he is the only child 

of her oldest daughter He must come home" (p. 376). She recognizes, 

as does Molly, that the successful family must not be divided. 

Upon hearing the news of Butch's impending death, Miss Worsham's 

first thought is for Molly: "I was thinking of Molly. She musn't know 

[about the manner of Butch's death]" (p. 375). Nor will she accept 

Gavin's offer to tell Molly of Butch's death: "I [Miss Worsham] will 
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tell her" (p. 377). She recognizes and accepts her obligation to Molly 

as members of the same family. 

Miss Worsham's willingness to treat Molly as one of her own 

family develops the countersubject in this entry. Her concern for and 

understanding of Molly show the success of this family, for although 

the two women are not related and although one is white and the other 

black, they are "sisters." 

Entry four, which runs from Gavin's efforts to collect money for 

the funeral to his visit to Miss Worsham's house, has entrances by both 

subject and countersubject. The community's relation to Molly and her 

needs as well as Gavin's flight from the Worsham house presents the sub

ject. Miss Worsham's continuing allegiance to Molly and the connection 

between the family of these two women with the fire and the hearth 

develop the countersubject. As it does in entry three, the countersub

ject dominates entry four. 

Although Gavin is, in terms of this story, without family, he is 

seen as an active member of the Jefferson community. We can view a 

closeknit community as a large family as many such small communities are. 

Several critics have seen "Go Down, Moses" as a testament to the commu

nity at work. Brooks feels that "this last section of the book estab

lishes powerfully the sense of community Gavin Stevens must respond 

to its claims as does the newspaper editor and ... 'the merchants."'^ 

Mellard says that this effort to bring Butch home "helps to bring both 

10. Brooks, pp. 276-277. 
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11 
Negro and white together in mutual protection." Tick sees the commu

nity as becoming repentent in the humility and sacrifices of Stevens, 

12 
the editor, and the merchants. 

If we speak of the white community's attitude toward its own 

white members, then we are correct in seeing a unified community. Gavin 

is able to appeal successfully for help using Miss Worsham's name. 

Gavin's appeal, however, has not brought blacks and whites together. 

As with Gavin Stevens, those who pay do so, not to help Molly Beauchamp, 

but to help Miss Worsham: "It's to bring a dead nigger home. It's for 

Miss Worsham" (p. 378). We must realize that these same people are 

represented by the deputy sheriff in "Pantaloon in Black" and that their 

most enlightened individuals, such as Gavin Stevens, still speak of 

blacks as "niggers." Such a reversal in attitude as seen by Brooks, 

Mellard, or Tick is not realistic, and any unity between blacks and 

whites in the coda must be on a more personal, individual level. This 

failure by the communal "family" to respond to all of its members is 

an element of the subject in this fourth entry. 

Gavin sees such racial unity in the household of Miss Worsham, 

in which the white woman, Molly, Hamp Worsham, and Hamp's wife have 

formed a family. Each member shares Molly's grief. For Gavin, however, 

this shared grief represents an emotional bonding that is stifling and 

oppressive so that he runs from it: "I will be outside, he [Gavin] 

thought. Then there will be air, space, breath" (pp. 380-381). He shows 

11. Mellard, p. 145. 

12. Tick, p. 72. 
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himself unable to share in or to understand this relationship, and this 

failing reinforces the subject's development in this entry of the coda. 

This successful family of Miss Worsham, Molly, Hamp, and Hamp's 

wife obviously introduces and develops the countersubject in entry four 

of the coda. Significantly, having been absent since "Pantaloon in 

Black," the symbol of the fire and the hearth again appears. It is in 

Miss Worsham's house, being associated for the first time with a white 

character. All four of these people "made a circle about the brick 

hearth" (pp. 379-380), "on which ... a few ashes smoldered faintly" 

(p. 379). From this circle and its symbolic association with the 

successful family, Gavin flees so precipituously and Miss Worsham re

turns wil 1 ingly. 

Nowhere in the coda is the bond between Miss Worsham and Molly 

better illustrated than by Miss Worsham's simple, straightforward state

ment that "it's [Butch's death is] our grief" (p. 381). Molly is a 

person whose suffering is freely and gladly shared by her family, whether 

the members of that family be black or white. 

We might question the success of this family since its members 

are old and, apparently, have no one to whom they may pass their sense 

of family identity. The creation of their family, however, requires no 

special talents or abilities, for the family members do not appear to 

have any exceptional attributes. They have, of course, converted the 

potential for loving and understanding into the actuality. If one group 

of average people can accomplish this feat, then other groups also can. 
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Although the novel gives no hope for such families of blacks and 

whites rapidly becoming common, it does offer the possibility of their 

existence. Such a possibility makes the novel's presentation of the 

relationships between blacks and whites, particularly intimate rela

tionships, more positive. The family then, whether or not biological 

in nature, survives and demonstrates the strength of those who accept 

the values of love and understanding. 

The fifth and final entry of the coda presents only the counter-

subject. Molly demonstrates why the Beauchamp family is successful. 

She realizes what Butch is and is not afraid of the truth. She reveals 

this understanding through her request to the editor to print everything 

about Butch, wanting "hit all in de paper. All of hit" (p. 383). No 

one should know better than Molly, who raised him, what Butch is really 

like. His membership in her family, however, is more important than his 

faults. Because of his being a member of that family, Butch belongs 

with her or she with him. As Miss Worsham realizes and as Gavin Stevens 

even comes to understand: "she doesn't care how he died. She just 

wanted him home" (p. 383). 

Butch represents a family tragedy, which is symbolized by the 

weakness of the fire on the hearth with its few ashes that smolder weakly. 

When his body is brought back to Jefferson, he is reunited with his 

family and that family is whole again. Molly's need for this family 

coherence presents the final notes of the countersubject, bringing the 
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novel's fugue-analog development to a close on acceptance. As Muste 

13 
observes, "she [Molly] knows ... that love involves forgiveness." 

Even in success, however, the tragedy of the rejection of love 

and understanding exists. Molly cannot be reunited with Butch, but 

only with his body. Her grief at his death draws her, Miss Worsham, 

Hamp, and Hamp's wife closer together, but the bond unfortunately is 

based on loss. 

The predominance of the countersubject in all but the first 

entry of the coda modifies the almost oppressive emphasis on the sub

ject in development (2). The coda reasserts the importance of the 

countersubject and reminds us that the successful family and the accept

ance of the values of love and understanding can and do exist. 

The existence of such families and such values is, as we have 

seen in the course of Go Down, Moses, difficult to maintain. The 

difficulty is only to be expected since humaji relations are so suscep

tible to the faults within human nature. To overcome such faults is 

never completely possible, but even a partial victory is worthy of men

tion. To end, as does Go Down, Moses, on such a muted victory does not 

obscure the real human problems that still exist, but does give the 

reader hope for their solution through love and understanding. 

13. Muste, p. 378. 



CHAPTER 7 

CONCLUSION 

Few critics of Go Down, Moses have failed to respond to the 

humor of "Was," the rich humanity of "The Fire and the Hearth" and 

"Pantaloon in Black," and the narrative brilliance of "The Bear." Yet 

most have not only consistently underestimated the novel's unity, but 

Faulkner's overall sophistication of narrative technique. As we have 

seen, Faulkner ambitiously employs theme as his central unifying factor 

in this novel. Thematic development, not plot and not a single charac

ter, determines the structure of this novel and determines what will 

happen, which character will be used in which scene, and how these 

characters will act. 

We have followed one such thematic development concerning the 

acceptance or rejection of love and understanding through the book. 

As we have seen, the patterning of this set of themes corresponds to a 

similar patterning in music that is used to structure the fugue. Like 

the fugue, Go Down, Moses has an exposition, development, episode, and 

coda, as well as a subject, the rejection of love and understanding, and 

a countersubject, the acceptance of love and understanding. Plotting, 

characterization, and symbolism all contribute to the presentation of 

subject and countersubject. 

200 
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As we have already noted, whether or not Faulkner was familiar 

with the actual fugue structure from music has nothing to do with his 

use of it. He was quite capable of reinventing the form. 

The fugal pattern, arising as it does out of thematic contraxt, 

is a logical structure for a literary work that has a pair of antithe

tical themes. Such a pattern is particularly useful if one of the themes 

receives a greater emphasis than the other. In the fugue, the subject 

appears more often and is developed to a greater extent than the counter-

subject. In Go Down, Moses, the rejection theme receives more attention 

than does the acceptance theme. 

Characters either associate themselves with unsuccessful fami

lies, developing the subject, or with successful families, developing the 

countersubject. Few characters, however, are exclusively connected with 

the subject or with the countersubject. The subject and countersubject 

enter and re-enter as the characters' relation to the successful and 

unsuccessful families change. Characters may be members of unsuccessful 

families or refuse to become members of successful ones. They may be 

members of such successful relationships and, through their actions, 

threaten those relationships. So, these relationships are complicated 

by the very human inconsistencies of the novel's characters, and the 

intricacy of such relations is reflected through this novel's structure. 

Go Down, Moses, of course, has other themes. Although some 

themes such as those concerning the hunt and civilization versus the 

wilderness seem confined to certain sections of the novel, others such 
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as the problems of property and ownership, like the fugue-analog themes, 

run throughout the book. The patterns made by these latter themes are 

not necessarily fugal in nature, for at least one other thematic develop

ment can be described using a different musical model. 

In each section of the novel, a major black character demon

strates his basic humanity. Turl, in "Was," does not fit Cass and Buck's 

stereotypic image of blacks. Lucas Beauchamp, in "The Fire and the 

Hearth," is as intricately motivated as any white character in the novel 

and moreso than some such as the deputy sheriff. Rider, in "Pantaloon 

in Black," is destroyed by his all-too-human grief. Sam Fathers, in 

the Isaac McCaslin chapters, refuses the label of negro through his ac

tions and attitudes. Molly Beauchamp, in "Go Down, Moses," shows compas

sion and forgiveness for Butch. 

The development of this theme concerning the blacks' humanity is 

linear. No contrasting elements exist, so the pattern cannot be that of 

the fugue-analog. The pattern can, however, be compared to that of a 

rondo, a non-contrapuntal musical form. The rondo, like the fugue, has 

sections of development separated by episodes. "Was," still an intro

ductory movement, becomes a prelude for the rondo-analog. "The Fire and 

the Hearth" is the first section of development; "Pantaloon in Black," 

the episode; "The Old People," "The Bear," and "Delta Autumn," the second 

section of development; and "Go Down, Moses," the coda. 

The simultaneous operation of these two patterns reflects the 

richness of this novel. It also shows the versatility of thematic 
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patterning when used to structure a novel. By careful work, the author 

can provide structural unity through a variety of different thematic 

approaches. Elements of one theme can augment and support elements of 

another. The same characteristics showing Lucas's humanity in the rondo-

analog also account for the actions that associate him with the develop

ment of the fugue-analog themes. The overall thematic patterning then 

becomes an intricate weave that pulls the sections of Go Down, Moses 

together into a unified narrative whole. 

When we realize that theme is the structuring device for this 

novel, we also recognize that characters and actions previously appear

ing comparatively simple are not. Buck and Buddy McCaslin's relationship 

is more complex and more detailed than most critics have acknowledged. 

Lucas Beauchamp, Rider, and Sam Fathers are not the flawless characters 

that so many prior readers have claimed. 

The novel becomes not merely a societal conflict between two 

groups, the blacks and the whites, but rather the interactions of plain 

human beings. All have their share of strengths and weaknesses, but all 

are caught, to one degree or another, within the strictures of their 

society. 

Ironically, Go Down, Moses, one of Faulkner's finest and most 

innovative narratives was also his last narrative experiment. The focus 

of his writing shifted to the subject matter. His very obvious concern 

about social problems in Go Down, Moses comes to dominate such books as 

Intruder in the Dust and A Fable, and he seemed content to use structural 

patterns that he evolved for earlier books rather than to find new formats. 
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Additionally, the characters tend to be mouthpieces for the 

positions on the problems being examined. Two or more of these charac

ters present in long, often uninterrupted speeches, occasionally lasting 

pages, their ideas and ideals. In Go Down, Moses, when Isaac and Cass 

argue about their views on property, the south, and the blacks, they do 

so in a series of relatively short interchanges, broken by Isaac's memo

ries. This technique not only adds variety, but also adds dramatic 

interest. 

We can only regret that Faulkner did not continue his experimen

tation with narrative structure beyond Go Down, Moses. At least in re

evaluating his technique in this book, we have added another novel to 

the list of his best work. Faulkner believed that a writer should take 

chances, and Go Down, Moses is a testament to the validity of that 

belief. A writer who breaks with tradition, even his own personal 

literary tradition, runs the risk of having his work misunderstood and 

misjudged. Certainly such has happened with this particular novel. 

Yet a writer who constantly experiments gives the discerning reader 

works that are both fresh and exciting. Because Faulkner was not 

afraid to try new approaches, he has left us a body of truly great work, 

to which we can add Go Down, Moses. 
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